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I l l
PREFACE
The trombone has a r i c h  and v a r ie d  h is to ry  as a 
solo in stru m en t. P o rtio n s  o f t h i s  h is to r y  have been docu­
mented in  h i s t o r i c a l  t r e a t i s e s ,  modem books on in s tru m en ts , 
s c h o la r ly  a r t i c l e s  and most r e c e n t ly  in  unpublished th e se s  
and d i s s e r ta t io n s .  Most o f  th ese  in v e s tig a t io n s  are q u ite  
thorough in  the p e rio d s , c o u n tr ie s  and s ty le s  w ith  which 
they  are  concerned. There a re , however, a reas  which have 
y e t to  be examined. One such a re a  i s  th e  s o lo i s t i c  use o f 
the  trombone in  the  sev en teen th  cen tu ry  by composers re p re ­
sen ted  in  the music c o lle c t io n  o f  P rince-B ishop Karl 
Lie ch ten ste in -K ast e Ik o rn .
The L iech ten ste in -K ast e Ik o rn  music c o lle c t io n  i s  
one o f the im portan t music c o lle c t io n s  from the seven teen th  
cen tu ry  in  which composers made s ig n i f ic a n t  use o f the 
trombone as a  so lo  in stru m en t. This c o lle c t io n  o f music 
i s  lo ca te d  in  what i s  p re s e n tly  Krome^iX, Czechoslovakia. 
Composers o f A u strian , Bohemian, German, I t a l i a n  and o th e r  
n a tio n a l o r ig in s  are  re p re se n te d  among the  works in  t h i s  
c o lle c t io n , and se v e ra l have made o u ts tan d in g  c o n tr ib u tio n s  
in  w ritin g  fo r  the  trombone. U n fo rtu n a te ly , much o f th e i r  
work remains unknown o r in a c c e s s a b le .
IV
The purpose o f  t h i s  study  was to  provide inform a­
t io n  to  the  trombone h i s to r ia n  and perform er about the 
s o lo i s t i c  use o f  th e  trombone in  th e  sev en teen th  cen tu ry  
m usic c o l le c t io n  o f P rince-B ishop  K arl l i e  c h te n s te  in -  
Kas te  Ik o rn . T his was accom plished by a study  o f s e le c te d  
pub lished  and unpub lished  music from the  c o lle c t io n  and 
by modern e d it io n s  o f  twelve unpublished com positions 
which co n ta in  prom inent trombone p a r t s .
The com pleted study  f u l f i l l s  two needs. I t  demon­
s t r a t e s  th a t  i n  t h i s  p a r t i c u la r  lo c a le  the  trombone was 
u t i l i z e d  as a so lo  in strum en t on an equal b a s is  w ith  many 
o f the commonly recogn ized  so lo  in strum en ts o f  the  day, 
in c lu d in g  the v io l in ,  c la r in o , co rn e tto  and bassoon; and 
i t  makes p re v io u s ly  unknown and unpublished music a v a i l ­
ab le  f o r  perform ance.
The m usical m a te r ia ls  u t i l i z e d  in  t h i s  study  were 
g a th ered  from v a rio u s  so u rces , in c lu d in g  s in g le  and c o l­
le c te d  e d it io n s  and from m icrofilm  copies o f the  o r ig in a l  
uned ited  m an u scrip ts . The m anuscrip ts are  perm anently 
lo c a te d  in  the c a s t le  a rch iv es  of Kroml^i^ C astle  in  
KromSriz, C zechoslovakia. The m icrofilm  copies were ob­
ta in e d  by Don Sm ithers during  h is  re se a rc h  in  Krom^M^, 
and c o n s t itu te  the L ie c h te n s te in  C o lle c tio n  in  the George 
A rents R esearch L ib ra ry  fo r  S p ec ia l C o lle c tio n s  a t  Syra­
cuse U n iv e rs ity , S y racuse , New York.
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Chapter 1
THE MUSIC COIIECTION OF PRINCE-BISHOP 
KARL LIECHTENSTEIN-KASTELKORN
The purpose o f  th i s  s tudy  i s  to  document th e  so lo ­
i s t i c  use o f the trombone in  the seven teen th  cen tu ry  music 
c o lle c t io n  o f P rince-B ishop  K arl L iech tenst e in -K aste Ik o rn , 
and to  make modern e d i t io n s  o f  twelve com positions found 
in  t h i s  c o lle c t io n . T his c o lle c tio n  o f music came in to  
e x is ten ce  during  the y e a rs  l664 through 1695» the y ears  
th a t  Lie chtens te  in-K as t e Ikorn  served as the P rince-B ishop  
o f Olomouc in  the prov ince  of Moravia. L iech tenst e in -  
Kas te  Iko rn  was e le c te d  to  the po st o f  P rince-B ishop f o l ­
lowing the  p o l i t i c a l  and r e l ig io u s  takeover o f  the Bohem­
ia n  lands by the  Viennese Habsburgs e a r l i e r  i n  the cen tu ry .
E a rly  in  the seven teen th  cen tu ry  the P ro te s ta n t  
movement in  Bohemia was crushed by the fo rces  of M axim ilian 
o f B avaria and Duke Ferdinand of S ty r ia .  Beginning in  l621 
o p p o sitio n  lead e rs  were executed, v i r tu a l ly  a l l  p ro p e r t ie s  
in  the t e r r i t o r i e s  o f Bohemia and Moravia were c o n fisc a te d , 
the  indigenous a r is to c ra c y  was e x ile d , a l l  P ro te s ta n t  
schools were c losed  and the ta sk  o f in s t r u c t io n  was g iven 
to  the J e s u i t s .  R e-C ath o lic iz a tio n  o f the towns was essen­
t i a l l y  completed by 1626. These even ts comprised th e  f i r s t
2
p a r t  o f  the  T h ir ty  Years War, a war which v i r tu a l ly  e x tin g ­
uished a l l  c u l tu r a l  l i f e  in  Bohemia and Moravia.
In  1627 th e  Viennese Hahshurg Emperor Ferdinand I I ,  
form erly  Duke Ferdinand o f  S ty r ia ,  enacted  a new c o n s t i tu ­
t io n ,  a llow ing  the Bohemian lands to  p reserve  th e i r  id e n ­
t i t y .  A lthough a token Bohemian government was allow ed to  
e x is t ,  i t  rem ained p a tr im o n ia l to  an o v e rru lin g  body c re ­
a ted  by Ferdinand. That body c o n s is te d  of the  C a tho lic  
Archbishop of Prague and o th e r  e c c le s ia s t i c s  who were 
given lan d s and t i t l e s .  The b ishops o f  these lands were 
given the  t i t l e  F u rs tb is c h o f . o r P rince-B ishop , and were 
both  tem poral and s p i r i t u a l  le a d e rs . One o f these  le a d e rs  
was K arl l i e  ch tenste  in -K a s te Ik o rn .
K arl L ie ch te n s te in -K a ste Ik o rn  was e le c te d  P rin c e -  
Bishop o f Olomouc, the e p isco p a l s e a t  o f  Moravia, in  l664. 
He c a rr ie d  ou t h is  o f f i c i a l  e c c le s i a s t i c a l  d u tie s  in  
Olomouc, b u t spen t most o f  h is  time a t  h is  c a s t le  res id en ce  
in  KromeMz, a town between Brno and Olomouc, approxim ately  
n in e ty  m ile s  n o r th e a s t o f  Vienna.
Lie ch ten ste  in -K as te Ik o m  served  as P rince-B ishop 
from October 10, iSSk u n t i l  h is  d ea th  on September 23, 
1695*̂  One o f L ie c h te n s te in 's  main o b je c tiv e s  was to  
re b u ild  the t e r r i t o r y  he governed. While he was bishop
J i r i  Sehnal, "Die M usikkapelle des Olmûtzer 
B ischofs K arl L ie ch te n s te in -C ast e Ico rn  in  K rem sier," 
K irchenm usikalisches Jah rbuch , L I, 1967, p. 82.
. . . L ie c h te n s te in  r e b u i l t  the town o f Kroml?i^, 
which had been destroyed  by the  Swedes toward the  end 
o f  th e  T h ir ty  Years War. Among h is  ex ten siv e  b u ild in g  
and ren o v a tin g  p ro je c ts  was the  c a s t le - re s id e n c e  of 
the Olomouc b ishops, r e b u i l t  under th e  d ire c tio n  o f 
the I t a l i a n  a r c h i te c ts  Luchese and T en c a lla . By the 
l a s t  q u a r te r  o f  the 17 th  cen tu ry  the town of Kroml^i^ 
was s u f f i c i e n t ly  recovered  from the  ravages o f the  
f i r s t  h a lf  o f  the cen tu ry  w ith  evidence everywhere o f 
L ie c h te n s te in 's  somewhat g randiose  a r c h i te c tu r a l  
schem es.!
In  add ition  to the rebuild ing a c t iv i t i e s ,  Liechten­
s te in  grea tly  enhanced the art and music c o lle c t io n s  o f h is  
Krom?f£^ resid en ce. In l6?3  he purchased a c o lle c t io n  o f  
p ain tings from the brothers Francis and Bernard Imstenraed 
which formed the nucleus o f  h is  ar t g a lle r y . In addition , 
he purchased ind iv id u al p a in tin g s, e sta b lish ed  a graphic 
c o lle c t io n  and paid cop yists as w ell as pain ters with 
creative ideas o f  th e ir  own to work for him.
The e x ta n t music c o l le c t io n  in  the  c a s tle  a rch iv es 
se rv es as im pressive evidence o f  L ie c h te n s te in 's  in te r e s t  
and enthusiam  fo r  m usic. Both re l ig io u s  and s e c u la r  forms 
o f  music were c u lt iv a te d  fo r  use a t  the KromlriX residence  
and in  se rv ic e s  a t  the nearby C o lleg ia te  Church o f  S t . 
M a u ritiu s .
The g r e a te s t  m usica l in flu en ce  upon L ie c h te n s te in  
as w ell as the  o th e r  m u sica lly  in c lin e d  le a d e rs  was Emperor 
Leopold I  and th e  Hofm usikkapelle of the Viennese Im peria l 
C ourt. The m usical a c t i v i t i e s  a t  the Im p eria l Court had a
^Don L. Sm ithers, "Music fo r  the  P rin c e -B ish o p ," 
Music ar.d M usic ians. XVII, 8, (A pril 1970), p . 24.
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long  e s ta b lis h e d  t r a d i t i o n  o f e x c e lle n c e . During the 
r e ig n  o f  Leopold (1658- 1705) the  m usical estab lishm en t 
grew to unprecedented p ro p o rtio n s . Music was a passion  
w ith  Leopold, and h is  c o n tr ib u tio n s  to  the  a r t  were 
tw ofo ld : f i r s t ,  as  a p a tro n  and second, as an a c tiv e  p a r­
t i c ip a n t  in  m usical a c t i v i t i e s .
Leopold was e x tra v ag a n t in  f in an c in g  h is  m usical 
o rg a n iz a tio n . He sp en t g re a t  sums of money fo r  the s in g e rs  
and p la y e rs  of the  ch ap e l. I t  appears th a t  th e re  may have 
been as many as one hundred m usicians employed a t  one tim e, 
in c lu d in g
. . . f iv e  o rg a n is ts ,  a d i r e c to r  o f  the chapel 
( K a p e llm e is te r) . . .  a su b -d ire c to r  (Vice-K apell­
m e is te r ) ; e ig h t trombones, f iv e  tru m p e te rs , four 
gamba p la y e rs ; and o th e r  s in g e rs  and p lay e rs  in  pro­
p o r t io n ;  as w ell as a lu te  maker; and two instrum ent 
a tte n d a n ts  — ap p a ren tly  employed to  keep the various 
in s tru m en ts  in  good o r d e r .1
In  a d d it io n  to  h is  f in a n c in g  o f  m usicians, Leopold was
la v is h  i n  fin an c in g  th e a t r i c a l  p ro d u c tio n s.
Both the opera and the  sacred  o ra to r io  . . . made 
immense s t r id e s  in  L eopo ld 's re ig n . And p a r t i c u la r ly  
n o tab le  fo r  the  development o f the form er in  Vienna 
was th e  g re a t  p ro d u ctio n  . . .  of C e s t i 's  ' I I  pomo 
d ’ o ro ' — a p ro d u ctio n  which cost no le s s  than  a hun­
dred thousand R e ic h s th a le r , whereas the  u su a l cost o f 
an  opera  had been between te n  and tw enty thousand 
f l o r i n s .2
H.V.F. Som erset, "The Habsburg Emperors as 
M usic ians,"  Music and L e t t e r s . Vol. 30, 3, Ju ly  1949,
p . 207.
2
Somerset; p . 208.
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The c i ty  o f  Vienna, as w e ll as the  c o u rt, was 
f i l l e d  w ith  m usic. The number o f perform ances increased  
g re a t ly  under Leopold. Opera and o ra to r io  enjoyed g rea t 
p o p u la rity .
. . . fo r  whereas between the years I 63O and 1657 
the number o f performances had been s ix te en , between 
1658 and 1675 i t  rose to no le s s  than 400.^
Leopold was n o t only a g re a t  p a tro n  o f music, he 
was h im self a p r o l i f i c  composer.
. . . L eopo ld 's known church com positions number 
no le s s  than  se v en ty -n in e , in c lu d in g  e ig h t o ra to r io s ,  
tw enty m otets and two m asses; as w e ll as tw elve hymns, 
nine psalm s, fo u r l i t a n ie s  and o th e r works. Moreover, 
these  hymns, psalm s, &c., were q u ite  e la b o ra te  compos­
i t i o n s ,  w r i t te n  in  the baroque s ty le ,  w ith o rc h e s tra l  
accompaniments and in te r lu d e s  . . .  .2
Among L eopold 's s e c u la r  com positions,
Adler . . . p r in ts  no le s s  than e ig h ty -s ix  p ieces, 
including ar ia s from operas or from comedies, an 
orch estra l "sonata" . . . from an opera and twenty- 
e ig h t short p ieces or b a lle t t i  . . . , . 3
This i s  re p re se n ta tiv e  o f the m usical environm ent 
c rea ted  during  the re ig n  of Leopold I ,  and i t s  in fluence  
was g re a t .  Court l i f e  in  th is  e ra  was a r a th e r  p u b lic  
a f f a i r ,  and p ro v in c ia l  noblemen t r i e d  to  em ulate the cus­
toms and fash io n s o f the high a r is to c ra c y . Quoika gives 
the names o f th i r t y - f iv e  nobles who m aintained m usica lly
^Som erset, p . 208. 
2
Som erset, p . 210. 
^Somerset, p . 210.
a c tiv e  households in  Bohemia, Moravia and S i le s ia ,^  a l l  
o f  whom were in fluenced  by L eopo ld 's  m usical a c t i v i t i e s .  
Among those names was L iech te n s te in -K a ste lk o rn .
The o rc h e s tra s  i n  the  p ro v in c ia l  cou rts  were formed 
in  accordance w ith the p e rso n a l t a s te s  o f  t h e i r  re sp ec tiv e  
em ployers.
The most famous o rc h e s tra  o f t h i s  kind was probably 
th a t  o f the P rince-A rchbishop o f Olmutz, K arl, Count 
Lie chte ns te  in-Kas t e Ik o rn . This e c c le s ia s t i c a l  prince 
was ju s t  as much o f a f a n a t ic  as h is  im peria l m aster, 
b u t in  a d d itio n  to t h i s  he showed a p re d e lic t io n  fo r  
v ir tu o so  and n a tiv e  m usic ians. He thus engaged fo r  h is  
o rc h e s tra  the b e s t s o lo i s t s  he could fin d  fo r  a l l  
in stru m en ts , among them many A u s trian  and Bohemian 
m usicians . . . and s in ce  t h i s  t r u ly  v irtu o so  o rc h e s tra  
provided the r ic h e s t  p o ss ib le  a r t i s t i c  s tim u lu s , there  
arose  here an abundance o f o rc h e s tr a l  and chamber music 
d i f f e r e n t  to anyth ing  e ls e  being  w ritte n  anywhere in  
the  world a t  th a t  tim e . ^
The com positions in  L ie c h te n s te in 's  music c o lle c ­
t io n  came from a v a r ie ty  o f  so u rces . F i r s t ,  m usicians such 
as B iber and Vejvanovsk^ were employed in  Krom^riz to com­
pose and perform on a re g u la r  b a s i s .  Second, L ie c h te n s te in  
m aintained an agent in  Vienna to  keep him informed o f the 
l a t e s t  m usical a c t iv i ty  i n  th a t  c i ty .  Jan K unibert of 
Wenzelsberg^ knew the P rin c e -B ish o p 's  t a s te s  and se n t music 
to  him. K unibert a lso  served  as an in te rm ed iary  w ith
^Rudolph Quoika, Die Musik der Deutschen in  BShmen 
und Mahren, (B erlin , 1956), pp. 68- 69.
2Nikolaus H arnoncourt, Musik und ih re  Z e i t . SAWT 
9537-A EX, (program no tes to  the re c o rd in g .)
^Antonin B re itenbacher, Hudebni ^ c h iv  K olegiatniho 
Kos t e l a  Sv. Morice v K rom ë^izi, (Kromëff^ i,  1928), p. ^4.
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composers in  Emperor L eopo ld 's s e rv ic e , such as Schm elzer,
and arranged to  have them send new works d i r e c t ly  to
L ie c h te n s te in .^  F in a lly ,  L ie c h te n s te in  o c c a s io n a lly
v i s i te d  Vienna and took a  c o p y is t w ith  him to  make copies
o f  those works which in te r e s te d  him.
The music was composed fo r  a  v a r ie ty  of occasions
in  Krom^M^. The m a jo r ity  o f  the  com positions were used
fo r  r e l ig io u s  s e rv ic e s , " . . .  e i t h e r  in  the B ishop 's own
chapel, the  C o lle g ia te  Church o f  S t M auritiu s in  K rom lriz,
2
o r  a t  the c a th e d ra l o f  Olomouc." Many o th e rs  were com­
posed fo r  b ir th d a y s , h o lid a y s , s p e c ia l  p u b lic  even ts and 
sim ply fo r  en te rta in m e n t. In  a d d it io n , some composers 
were fa sc in a te d  by L ie c h te n s te in 's  av id  i n te r e s t  in  music 
and ded icated  works to  him which were w r i t te n  fo r  no 
sp e c if ie d  purpose o r  o ccasio n .^
As mentioned p re v io u s ly , L ie c h te n s te in 's  o rc h e s tra  
was famous fo r  i t s  v ir tu o s o  a b i l i t y .  The in s tru m e n ta l is ts  
were among the  f in e s t  a v a ila b le  anywhere, and they  had a 
wide v a r ie ty  o f in stru m en ts  on which to  perform . An inven­
to ry , e n t i t l e d  C onsignatio  in stru m en te rum, taken  o f the 
c a s t l e 's  in stru m en ts  a f t e r  the  P rince-B ishop ’ s d ea th  in  
1695 l i s t s  the  fo llow ing  in s tru m en ts :
^B reitenbacher, p . 55- 
^Sm ithers, "M usic," p . 2?. 
^B reitenbacher, p . 55 .
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V io lin i  seu f i d e s ...................................................12
V io lin i  P ic u l i  ....................................................  2
V iolae d i B r a z z io ...................................................11
V iola f a g o t t o ..............................................................1
V iolae d ' Amour ..........................  . . . . . .  2
B a sse tl .....................................................................  2
V i o l o n i ................................... ..................................3
V io la  d i G a m t a .............................................. 2
F id icu la e  Schalamarum .......................................  3
Cornet t i  .................................................................  2
Corne t t i  m u t i .................................................. 4
F lau tae  in  f u t r a l i  .  ...................................4
F agotto  .....................................................................  1
F lau to  b a s s e t l  ....................................................  1
Stromento d ' A l a ..........................................1
Schalamai .................................................................  3
Hautboe ex B .................................................. 2
F lau to  ex B ..................................................... 2^
In strum en ts were no t on ly  numerous, th ey  were o f
h igh  q u a li ty .  Another l i s t ,  the  C onsignatio  authorum 
instrum entorum . l i s t s  S ta in e r  and Amati among the  makers 
o f  s tr in g e d  in stru m en ts
Although trum pets, trombones and tim pani were n o t
l i s t e d  in  the in v e n to ry , Sm ithers in d ic a te s  t h a t  th ey  were
^Breitenbacher, p. 139. 
2
B re iten b ach er, p. l4 0 .
mentioned in  o th e r  household acco u n ts .^  In  f a c t ,  i t  i s  
e v id en t th a t  these  in strum en ts were a v a ila b le  in  abundance. 
E x tan t music in c lu d es  works which sp e c if ie d  as many as 
e ig h t  trum pets , and works which c a lle d  fo r  groups o f  fou r 
trombones were common. In  a d d it io n , payment reco rd s show 
th a t  a t  l e a s t  tw enty-one trum pet p la y e rs  were employed by 
the Olomouc b ishops between 1661 and 1699.
L ie c h te n s te in 's  m usical e s tab lish m en t was the  equal 
o f  the  Im peria l C o u r t 's ,  but on a sm a lle r sc a le  in  keeping 
w ith  the f in a n c ia l  c a p a b i l i t i e s  o f  the sm all and p ro v in c ia l  
town o f  Krom??i2.^ "Even the Emperor ^ ^ leo p o l^  v/as so 
e n th u s ia s t ic  about t h i s  o rc h e s tra  th a t  he made the journey 
to  Kremsier . . . s e v e ra l  tim es each year in  o rder to  
wallow in  m u s i c . T h u s  the L ie c h te n s te in  music c o lle c t io n  
came in to  e x is te n c e .
The music c o l le c t io n  o f  P rince-B ishop K arl L iech­
ten s te  in -K aste  Iko rn  was in v e n to rie d  upon h is  death  in  
1695*  ̂ In  th a t  in v en to ry  the e x ta n t  com positions were 
grouped in to  f i f t e e n  c a te g o r ie s . In  h is  catalogue o f  1928,
^Sm ithers, "M usic," p . 26.
^Sehnal, "Die M usikkapelle ,"  p. 93*
^B reitenbacher, p . 55-
ŝH arnoncourt, Musik.
The in v en to ry  i s  e n t i t l e d :  "Inventarium  rerum 
m usicalium  Suae C e ls id u d in is  e p isc o p i Olomucansis in  
C o lle g ia ta  S t. M auric i i  C rem sir. 1695*"
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B reitenbacher added th e  numbering I  to  XV fo r  ease in  
q u o ta tio n .^  The c a ta g o r ie s  a re :
I .  Missae
I I .  O ffe r to r ia  
I I I .  Vesperae 
IV. Sonatae 
V. L itan ia e  
VI. Salve Regina 
V II. Alma Redemptoris 
V III . Ave, Regina coelorum 
IX. Regina c o e li  
X. Hymni
XI. Te Deum laudamus
X II. R esponsoria pro M atutino in  Coena Domini,
f e r i a  s e x ta  e t  Sabbatho. M iserere mei, Deus.
X III . Requiem 
XIV. B a l l e t t i  
XV. M isce llan a^ ’^ ’^
The 1695 in v en to ry  inc luded  a t o t a l  o f 1,395 com­
p o s i t io n s .  In  th a t  in v en to ry  no t a l l  works were accounted
B re itenbacher, p. 62. B re itenbacher s ta te s  th a t  
he added the numbers I  to  XIV, bu t in  f a c t  he also  added 
XV, in  accordance w ith  the  l695 in v en to ry , to  the category  
Miscelia n a .
2
"Inventarium "
^B reitenbacher, pp. 62- 137 .
k
Category XV. Mi see l ia n a  c o n ta in s  only  fragmented
ite m s .
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f o r ,  "because i n  1928 B re iten b ach er catalogued 1,^72 compo-
1 2 s i t i o n s .  Of th a t  t o t a l  923 now su rv iv e . Sm ithers
e x p la in s  ;
I t  was perhaps a  f o r tu i to u s  a cc id e n t th a t  sometime 
in  th e  e a r ly  iS th  cen tu ry  the  in s tru m e n ta l and voca l 
music in  L ie c h te n s te in 's  c o l le c t io n  was deposited  in  
the organ l o f t  and tow er o f  the  C o lleg ia te  Church o f 
S t M au ritiu s , which i s  lo c a te d  only a  few hundred 
f e e t  from the b ish o p ’s c a s t l e .  F o r tu ito u s , inasmuch 
as the  music la y  fo rg o tte n  b u t und istu rbed  during  
s e v e ra l p e rio d s o f u n re s t  and a t  a time when i t  was 
l ik e ly  th a t  most o f the m anuscrip ts might have su ffe re d  
the  same fa te  as the  c o n ten ts  o f o th e r  Moravian 
a rc h iv e s .3
In  a d d itio n  to  having escaped th e  d e v a s ta tio n  o f w ars, 
the  c o lle c t io n  a lso  su rv ived  a f i r e  in  IB36 which destroyed
h
alm ost the  e n t i r e  church.
When B re itenbacher began h is  a c t iv i t y  w ith  the 
c o l le c t io n  in  1927, he found the e x ta n t works to  be unor­
gan ized . Being lo ca te d  in  the tow er and the  organ l o f t  of 
th e  C o lleg ia te  Church made them alm ost t o t a l l y  in accessab le  
f o r  re se a rc h  purposes. C onsequently , B re itenbacher asked 
f o r ,  and rece ived  perm ission  to  move the c o lle c t io n  to  the 
l ib r a r y  o f  the A rchbishop’s c a s t le  in  Krom eri^.^
^The reason  fo r  the  s ig n i f ic a n t  d iffe re n c e  i n  the 
t o t a l s  in  no t g iven .
2
These f ig u re s  were p repared  by Don Sm ithers and 
p resen ted  to the  American Music o lo g ic a l  S o c ie ty  in  1968 
in  New Haven.
^Sm ithers, "M usic,” p. 25.
^B reitenbacher, p . 11.
^B reitenbacher, p . 4 .
12
As Breitenbacher began the task  o f  reordering and 
cataloguing the c o lle c t io n , he d iscovered the o r ig in a l  
handwritten l695 in ventory .  ̂ He then used the ordering 
o f th is  inventory as the b a s is  o f  h is  reorgan ization . 
Breitenbacher found the l695 inventory to be qu ite  incom­
p le te , however. Most o fte n  i t  gave only a p a r t ia l t i t l e  
or a hint as to  the type o f  piece being described, which
the  author undoubtedly thought to  be a s u f f i c i e n t  d e sc rip -
2
t io n .  A ll d e ta i le d  in fo rm atio n  was om itted . B re iten ­
bacher included  in  h is  catalogue the  in fo rm a tio n  found 
on the covers, in c lu d in g  t i t l e ,  composer, in strum en ts and 
vo ices req u ire d , d a te  o f  com position, p lace  o f com position, 
d e d ic a tio n s , c o p y is t, e tc .  His cata logue rem ains the most 
complete source o f in fo rm ation  reg a rd in g  the c o lle c t io n  to  
d a te . ^
When B re itenbacher f in is h e d  the  re c o n s tru c tio n  
o f the L ie c h te n s te in  c o l le c t io n  he r e a l iz e d  th a t  the e n t i r e  
se c tio n  IV. Sonatae, 225 item s, and a s ig n i f ic a n t  number o f  
item s from se c tio n  XIV. B a l l e t t i  were m issin g . C u rio s ity  
d ic ta te d  th a t  he search  fo r  those m issing  works. A fter
^"Inventarium "
2
B reitenbacher, p. 50*
A re v is io n  of B re iten b a ch e r’s catalogue i s  in  
p re p a ra tio n  by C raig A. O tto , d o c to ra l s tu d e n t a t  Syracuse 
U n iv e rs ity . O t to 's  c a t a lo ^ e  w i l l  c o n ta in  complete in f o r ­
m ation no t only  from the t i t l e  pages o f the  works, bu t from 
a l l  p a r ts ,  in c lu d in g  p a r ts  known to  be m issing , e x tra  p a r t s ,  
p a r ts  not l i s t e d  on the cover, e tc .
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seven  months o f ask ing  q uestions^  o f v a rio u s  a u th o r i t ie s  
in  Czechoslovakia and A u s tr ia , the  m usic vas f i n a l ly  r e ­
tu rn ed  to  B reitenbacher in  K rom lriz . The music was d e liv ­
e re d  on March l6  and 17, 1928. Contained in  the p a rc e ls  
were one hundred n inety-tw o item s from se c tio n  IV. Sonatae
and n in e ty - s ix  o th e r  item s, n in e ty -o n e  o f  which were from
2
s e c t io n  XIV. B a l l e t t i .  These item s were then  p u t in to  
o rd e r  and catalogued .
I t  i s  due to  the e f f o r t s  o f A ntonin B reitenbacher 
th a t  th e  L ie c h te n s te in  music c o l le c t io n  i s  once ag a in  in ­
t a c t .  Not only d id  B re itenbacher o rgan ize  the  m anuscrip ts 
and provide a  catalogue o f the  c o l le c t io n ,  he recovered  a 
s ig n i f ic a n t  p o r t io n  o f i t  so t h a t  re s e a rc h  in to  th e  c o lle c ­
t io n  could beg in .
The d e ta i l s  o f the q u e s tio n s  and the co n ten ts  
o f  h is  l e t t e r s  and the subsequent r e p l i e s  are  g iven  in  
B re itenbacher pp. 58-62.
2
B re itenbacher, p . 6l .
Chapter 2
THE SOLOISTIC USE OF THE TROMBONE IN SELECTED 
WORKS FROM THE PRINCE-BISHOP'S COLLECTION
The music c o l le c t io n  o f  P rince-B ishop  Karl L iech­
te n s te  in -K as te lk o rn  co n ta in s  many com positions which employ 
trombones. Of sp e c ia l  i n t e r e s t  to  the  trom bonist are those 
works which u t i l i z e  a s in g le  trombone as a solo instrum ent 
and those  which use two or more trombones as a solo  group. 
This i s  no t a unique s i tu a t io n  co n sid erin g  the ex is ten ce  
of se v e ra l e a r l i e r  com positions which used the trombone 
s o lo i s t i c a l l y  in  an ensemble fo rm at. However, th e  P rin c e -  
B ishop’ s c o lle c t io n  i s  q u ite  im portan t because o f the 
number and q u a li ty  o f th e  e x ta n t works o f th i s  type th a t  
i t  c o n ta in s . This ch ap te r i s  concerned w ith  these  compo­
s i t io n s  .
In  t h i s  ch ap te r e x ce rp ts  a re  p resen ted  from pub­
lis h e d  and unpublished works con ta ined  in  the Kromeriz 
c a s t le  a rch iv es  which use the  trombone in  a s o lo i s t i c  
c ap a c ity . As these  e x c e rp ts  are  p re se n te d , the fu n c tio n  
of the trom bone(s) w ith in  the com position i s  considered . 
Included in  the  p re s e n ta tio n  i s  a d isc u ss io n  of the  r e l a ­
tio n sh ip  o f the  trombone p a r t ( s )  to  the o th e r  instrum ents
14
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in  the  ensem ble, i t s  e q u a l i ty  w ith  o r supportiveness o f  
those in s tru m en ts , i t s  them atic  o r m otiv ic  im portance, 
solo prom inence, and in fo rm atio n  reg a rd in g  range and te c h ­
n ic a l  demands.
The com positions th a t  are  d iscussed  in  th is  chap­
t e r  have a common c h a r a c te r i s t i c  regard ing  th e i r  form. 
These works were c a lle d  so n a ta s , b u t they  were a c tu a l ly  
ensemble o r  in s tru m e n ta l canzonas. "By c. 1650 the terms 
canzona and sonata  were synonymous and the former was in  
g en era l rep la ce d  by the l a t t e r  . . . . All were w r i t te n  
in  s in g le  movements, y e t were m u lt is e c tio n a l. These sec ­
t io n s ,  rang ing  from two to  n ine  in  number, v/ere d i s t i n ­
guished by changes i n  one o r more o f  the fo llow ing e le ­
ments : m eter, tempo, te x tu re  and key.
Another common c h a r a c te r i s t ic  in  these works i s  
the s o lo i s t i c  use o f  in s tru m en ts . These works may be 
c h a ra c te r iz e d  as be ing  in  the  concertan te  s ty le ,  concer­
ta n te  meaning a com position w ith  p a r ts  fo r  one or more 
solo in s tru m en ts . This s ty le  o f com position was prom inent 
in  the  P rin c e -B ish o p 's  c o lle c t io n  as w ell as i n  o th e r 
music w r i t te n  in  the  seven teen th  and e ig h teen th  c e n tu r ie s . 
According to  Bukofzer, works o f  t h i s  type ". . . fu rn ish  
the tenous l in k  between the ensemble canzona and the
^W illi Apel, Harvard D ic tio n ary  o f  Music. 2nd e d . , 
(Cambridge: The Belknap P ress of Harvard U n iv ers ity  P re ss ,
1969) ,  p . 134.
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concerto  p roper o f th e  la te  Baroque p erio d .
THE USE OF ONE TROMBONE 
AS A SOLO INSTRUMENT
There a re  a s ig n i f ic a n t  number o f  com positions in  
the co n ce rtan te  s ty le  p reserved  in  the P rin c e -B ish o p 's  
c o l le c t io n  which u t i l i z e  one trombone a s  a so lo  in strum en t 
on an equal b a s is  w ith  in strum en ts such as the  v io l in ,  
c la r in o , cornet t  and bassoon. Among the  composers who 
wrote fo r  the  trombone in  th is  manner were Vejvanovsky, 
Schm elzer, R i t t l e r  and B iber. The fo llow ing  d isc u ss io n  of 
these  com positions in c lu d es  b iograph ies o f th ese  composers.
Pavel Jo se f  Vejvanovsky
Pavel Jo se f  Vejvanovsky^ was probably  born some­
tim e before  l640 in  e i t h e r  Hukvaldy or H lu c in .^  Although 
the  ex ac t date  and p lace  o f h is  b i r th  a re  n o t known fo r  
c e r ta in ,  th i s  presum ption i s  based on rec o rd s  found in  the 
J e s u i t  co llege  in  Opava. Vejvanovsky s tu d ie d  th e re  from 
1656 to  1660. Those documents reco rd  th e  fo llow ing  in f o r ­
m ation;
1. Catalogue studiosorum  1656 sub p rae fec to  schola- 
rum P. Adamo Cromero e t  P. Joanne K o tt ig io . P r in c ip is -
^Manfred F. Bukofzer, Music in  th e  Baroque E ra ,
(New York: W.W. Norton & Co., I n c . ,  19^7), p . 55-
2
The name i s  s p e lle d  v a rio u s ly , e .g .  Weiwanowski, 
Weywanowsky, o r  Weiuanouski on h is  many e x ta n t m anuscrip ts .
^ Ja ro s lav  Pohanka, "Pavel Jo sef V ejvanovsky," 
Musica A ntigua Bohemica. Vol. 4?, (Praha, i 960) ,  p . ix .
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ta e :  sub M. Paulo Podhorsky M. M artino Kretschmer, 
Paulus W euanoffsky, Mora; Hochwald.
2. Catalogua 1657, p rae fec to  P. Theodoro Porphyrio . 
G ram m atistae: sub Martino Kretschm er, Paulus Weiwanow- 
sky, S i le s iu s ,  H u lc in en sis .
3. C atalogus I 658. Tyz p ra e fe c t .  S yn tax is tae  sub 
P. Joanne Laskowski, Paulus Wegianowski, Moravus, 
H u lc in e n s is .
4 . Catalogus 1659- P ra e fe c t ty z . Poetae. sub P. 
Andrae R icc io , Paulus Weyvjanowsky, Mora: H u lz in en s is .
5 . Catalogus I 66O. P raefec to  P a tre  Casparo B uthio . 
R hetores sub P. F rancisco D ie tr ic h s t e in . Paulus 
Weywanowsky, H ulczineus. Morav.^
Pohanka in d ic a te s  th a t  an e x ta n t autograph o f  a 
mass, B I  98, shows th a t  Vejvanovsky was in  the  se rv ice  o f 
the P rince-B ishop  by l6 6 4 .^ ’^ He rem ained in  the P rin c e -  
B ishop 's  se rv ic e  u n t i l  h is  death  in  1693.^
During h is  tenu re  a t  the c o u rt, Vejvanovsky' s 
caree r was v a r ie d . He was known as an e x c e l le c t trum peter 
and o f te n  the s ig n a tu re s  on h is  com positions contained  h is
^B re itenbacher, p. 80.
2
Pohanka, p. ix .
^B reitenbacher, p. 69. B re iten b ach er wrote the 
fo llow ing  e n try  in  h is  ca ta logue: "No. 98. Missa B revis: 
4 vocibus C .A .T .B ., 2 v i o l i n i ,  2 c l a r in i  ad lib itu m , 3 
tromboni ad l i b i t . ,  4 r i p i e n i ,  1 v io lo n e . Composite 
K re b s ir i i  anno l664 , 20. Decembris. — (Vejvanovsky?) — 
(No. — , No. 161.) "  From th i s  i t  would appear th a t  Vej- 
vanovsk^ 's au th o rsh ip  o f th is  work i s  l e s s  than  c e r ta in . 
Although B re itenbacher does no t e x p la in  how he made h is  
judgement, i t  i s  known th a t  the  t i t l e  page of the manu­
s c r ip t  co n ta in s an in sc r ib e d  W, an in d ic a t io n  th a t  a t  
l e a s t  Vejvanovsky copied the work and p robab ly  composed 
i t .  In  e i th e r  even t he would have been in  the P rin ce - 
B ishop 's  se rv ice  a t  the tim e.
4Pohanka, p. ix .
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t i t l e  o f  f i e l d  tru m p e te r.^  He became d ir e c to r  o f th e
ch o ir  a t  S t .  M au ritiu s  and a member o f  the  c a s t le  band, and 
became the le a d e r  o f  th a t  band a f t e r  B ib e r 's  d ep artu re  in  
1670. He was a lso  a p r o l i f i c  composer, h is  com positions 
being re p re se n te d  in  twelve o f  the  fo u rte e n  c a ta g o r ie s  o f 
music e s ta b l is h e d  i n  the  o r ig in a l  inven to ry  and in  B r e i t ­
enbacher ' s c a ta lo g u e . That he was he ld  in  h igh  esteem  by 
h is  employer i s  v e r i f i e d  by an exam ination o f  the pay 
reco rd s  o f 1690. In  th a t  year one hundred and nine people 
were employed a t  th e  c o u rt, e ig h ty -n in e  o f  whom were p a id .
Ve jvanovsky was p a id  ISO ducats a year-, fo u r th  h ig h e s t on 
the  l i s t . 2
Of the  one hundred fo rty -tw o  com positions l i s t e d  
in  the  B re iten b ach e r catalogue known to  have been composed 
by Vejvanovsky, th i r ty - n in e  a re  in  the  in s tru m e n ta l c a te ­
g o rie s  o f IV. Sonatae and XIV. B a l l e t t i .  From these  many 
works, two have been s e le c te d  which dem onstrate h is  use o f 
the  trombone as a so lo  in stru m en t. They are the Sonata 
t r ib u s  q u a d ra n tib u s , B IV 1?6 ,^  and the Sonata a 5 , B IV 70 .^
B re iten b ach e r, p. 81. Vejvanovsky was o f te n  
r e f e r r e d  to  and o f te n  signed h is  m anuscripts w ith h is  t i t l e  
o f f i e l d  trum pete r. This occu rred  in  a t  l e a s t  th ree  la n ­
guages, in  German; F e ld tro m n e te r; in  L a tin : tu b ic en  campes - 
t r i s ; in  I t a l i a n :  trombet ta  des s^° nrencipe e vescovo da 
Olmûtz.
2
B re iten b ach e r, p. 83.
% odern  e d i t io n  by Pohanka, M B, Vol. 48, pp. 48-51.
\ o d e r n  e d i t io n  by Pohanka, M B. Vol. 49, pp. 59- 66 .
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Vejvanovsky: Sonata t r ib u s  q u a d ra n tib u s , B IV 176
The m anuscrip t co n ta in s  th e  fo llo w in g  in fo rm ation : 
Sonata t r ib u s  quadran tibus /  Solo C larino  /  Solo V io lino  /  
Solo Trombone /  Com positta /  Paulo Weywanow/sky/ /T u b ic /in e  
Campes t r i  A 1667 /  Die 2 J u l i i  K re m s /I r i i / .  ^ The work i s  
in  th re e  s e c t io n s .  The m eters , e d i t o r i a l  tempo in d ic a tio n s  
and measure numbers a re  as fo llo w s:
3 /2  Z&idante J = meas. 1 - 7 1
4 /4  / D  = meas. 72 -  78
3/2  /D  = «L7 meas. 79 - 127^
The com position i s  in  C m ajor.
In  the  f i r s t  s e c t io n , each o f  the in s tru m e n ts  are 
g iv en  equal solo  r o le s .  The opening s ta tem en t i s  g iven  to 
the  c la r in o  follow ed by the  trombone and f i n a l l y  the  v io lin .  
The opening solo  f o r  the  trombone (Example 1) i s  i l l u s t r a ­
t iv e  of V ejvanovsky 's l y r i c a l ,  m elodic s ty le  o f w ritin g  
f o r  the in s tru m en t.
^Observed in  a m icrofilm  copy o f  th e  m anuscrip t. 
^Pohanka, MAB, Vol. 48, pp. 48-51.
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Example 1: Vejvanovsky, Sonata t r ib u s  q u ad ran tib u s , meas.
1 3 - 27.1
A fte r  im ita tiv e  m elodic exchanges among the solo 
in strum en ts, th e  fo llow ing  passage (Example 2) occurs 
between the c la r in o  and trombone, the  f i r s t  in s tan ce  th a t  
any o f  the so lo  instrum ents p lay  sim u ltaneously . This 
example aga in  shows the  l y r i c a l  s ty le  along w ith the 
e q u a lity  o f th e  solo p a r t s .
Example 2: Vejvanovsky. Sonata t r ib u s  q u ad ran tib u s , meas.
5 0 - 5 9 . 2
(I
P É
^Pohanka, MAB, Vol. 4-8, p. 48. 
^Pohanka, MAB, Vol. 48, p. 49.







The m iddle s e c t io n  o f  the Sonata beg ins w ith  the 
so lo  trombone. The fo llo w in g  excerp t (Example 3) shows the 
range and te c h n ic a l  requ irem en ts o f the trombone p a r t .
Example 3: Vejvanovsky, Sonata t r ib u s  q u ad ran tib u s , meas.
72-75.1
CAUeare]
The th i r d  and f i n a l  s e c tio n  of the com position 
a lso  begins w ith  the trombone and i s  follow ed by the 
c la r in o  and v io l in .  Only in  the f in a l  measures do a l l
Pohanka, MAB, Vol. 48, p. 50.
2 2
th e  so lo  in s tru m en ts  p lay  to g e th e r  (Example 4 ) .
Example 4: Vejvanovsky, Sonata t r ib u s  q u a d ra n tib u s . meas. 
122-127.1
Vejvanovsky, Sonata a 5 , B IV 70
The m anuscript o f the Sonata â 5 does n o t in d ic a te  
a date  o f  com position, bu t does give the  fo llow ing  inform a­
t io n :  Sonata â 5 /  Solo C larino  /  Solo V iolino /  Solo Trom­
bone /  con 2^^® V io lis  /  Authore Paulo Weywa /  nowsky tu b i-  
c ine campe s t r i .  This work i s  made up of fo u r s e c t io n s .
"Pohanka, MAB, Vol. 48, p . 51.
"Pohanka, MAB, Vol. 49, p . x i .
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The m eters , e d i t o r i a l  tempo in d ic a tio n s  and measure num­
b e rs  are  as fo llo w s;
4 /4  /Adagio j = l€J meas. 1 - 2 ?
3/2  /A lle g ro  j  = 1 1 2 /  meas. 28 -  64
4 /4  /Tempo I  j = 7 ^  meas. 65 -  8?
3/2  /A lle g ro  j  = 11ÏJ meas. 88 -  154^
The p iece  i s  in  C m ajor. The two non-so lo  s t r in g  p a r ts  
p lay  alm ost c o n tin u a lly  w ith the  continue p a r t  th roughout 
t h i s  work, form ing somewhat o f an o rc h e s tra l  accompaniment 
fo r  the so lo  in s tru m e n ts .
The f i r s t  s e c t io n  begins w ith th e  solo  v io l in  and 
the  solo trombone in  due t (Example 5)* This e x ce rp t shows 
the  te c h n ic a l e q u a l i ty  o f  the trombone and the  v io l in  p a r t s .
Example 5 : Ve jvanovsky. Sonata a 5, meas. 1 -8 .'
4-
VU
^Pohanka, MAB. Vol. 49, pp. 59-66.
'Pohanka, MAB, Vol. 49, p . 59=
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The nex t en tran ce  o f the trombone in  the  f i r s t  
s e c tio n  i s  w ith s t r i n g  and continue accompaniment on ly . 
This example (Example 6 ) i l l u s t r a t e s  the  l y r i c a l  q u a li ty  
o f the trombone p a r t  in  th i s  s e c tio n .
Example 6 : Vejvanovsky, Sonata â 5 , meas. 1 2 -1 6 .^
w ^ c i L Ü ' L ü ' ü  I i 1 1  ' L  ü J ' ü ' T
In  the second se c tio n  each o f  the  solo  in strum en ts 
has so lo  passag es , the ones fo r  trombone being  v e ry  s im ila r  
in  l y r ic a l  s ty le  to  those in  the p rev ious s e c tio n , bu t a t  a 
f a s t e r  tempo (Example 7 ) .
Example 7: Vejvanovsky. Sonata â 5 . meas. 35-43»^
r I I “ I T
In  the th i r d  se c tio n  the lo n g e s t so lo  passage fo r  
trombone o f  the  e n t i r e  work appears (Example 8 ) .
^Pohanka, MAB, Vol. 49, pp. 59-60. 
^Pohanka, MAB, Vol. 49, p . 6l .
Example 8 : Vejvanovsky, Sonata â 5, meas. 70-78.^
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The c lo s in g  s e c t io n  i s  fu g a l in  n a tu re . A ll fiv e  
vo ices in  the ensemble p a r t ic ip a te  in  the  fugue s u b je c t. 
With the two non-so lo  s t r in g  p a r ts  fu n c tio n in g  as indepen­
dent v o ices  in  t h i s  p re s e n ta tio n , the s o lo i s t i c  e f f e c t  o f 
th e  th ree  solo  in s tru m en ts  i s  minimized. In s te a d , there  
i s  the  sound o f e q u a l i ty  among a l l  the  in s tru m e n ts , solo 
and non-solo  a l ik e .
The examples from these  two com positions show th a t  
V ejvanovsky's w r it in g  fo r  the  trombone involved  leg a to  
s ty le ,  te c h n ic a l f a c i l i t y ,  wide range and th a t  he used 
the  trombone e q u a lly  w ith  the  v io l in  and c la r in o .
Johann H ein rich  Schmelzer
Johann H e in rich  Schmelzer was born around 1623 in
Vienna and died in  Prague between February 4 and th e  middle 
2
o f  March, 168O. He was the  son of a  l ie u te n a n t  in  the
^Pohanka, MAB. Vol. 49, p . 62- 6 3 .
"Hellmut F ed erh o fe r, "Schm elzer," Die Musik in  
G eschichte und Gegenwart, ed. F rie d ric h  Blume (K assel: 
B a re n re ite r-V e rla g , 1949-), Vol. 11, c o l. 1829.
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Im p eria l Army and grew up in  an army camp. Although 
n o th ing  i s  known fo r  c e r ta in  about h is  m usical educa tion , 
i t  i s  presumed th a t  he was a co u rt sc h o la r  a t  the  Vienna 
H o fk ap e lle . There he would have s tu d ie d  w ith  tea ch e rs  
such as G. Sansoni, B. K ugler von E d lfe ld  o r the K apell­
m e is te r  Anton B e r ta l i .^
Schmelzer was f i r s t  employed as a  cou rt v i o l i n i s t  
on October 1, 1649 a t  the  s a la ry  o f  50 Gulden a month. In
l66o he was acclaim ed as the " . . .  c e le b ra te d  and n e a rly
2
f i n e s t  v io l i s t e n  in  a l l  Europe . . . ."  On January  1, 
1671 he became Vice K ap ellm eiste r a t  the  s a la ry  o f  1,080 
Gulden.^  and on October 1, l6 ?9  he follow ed in  the l in e  
o f th e  I t a l i a n s  V a le n t in i , B e r ta l i  and G.F. Sances to  
become the " . . .  f i r s t  German k a is e r l ic h e r  H ofkapell­
m e is te r  . . . .
From about 1665 u n t i l  h is  death , Schmelzer was 
known as the most prom inent Viennese b a l l e t  composer. In  
a d d it io n , he composed a g re a t number o f  s e c u la r  and sacred 
in s tru m e n ta l so n a ta s , many o f  which appear in  L iech ten-
^Federhofer, Vol. 11, c o l. 1829.
W illia m  S. Newman, The Sonata in  the Baroque E ra , 
3rd e d . ,  (New York; W.W. Norton & Co., I n c . ,  1972), p. 215.
^Robert E itn e r ,  Quel i e n  Lexicon, (L eipzig : B re itkop f 
und H a r te l ,  1898-1904), Vol. 9. p . 33-
4Paul N e ttl ,  "Die Wiener Tanzkompositionen in  den 2. 
H a lfte  des 17. J a h rh u n d e r ts ," S tudien zur M usikw issenschaft, 
V III , 1921, p . 126.
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s t e i n 's  music c o l le c t io n .  I t  appears th a t  Schmelzer and 
L ie c h te n s te in  never met p e rso n a lly , b u t they  corresponded 
by l e t t e r  concerning music from l6?0  through 1678.^ Three 
of the  sonatas in  the c o lle c t io n  have been se le c te d  which 
dem onstrate h is  use o f  the trombone as a solo, in strum en t. 
They are  Sonata a 3 . B IV 210,^ Sonata â 3 . B IV 76, and 
Sonata â 4-, B IV 213.
Schmelzer: Sonata â 3 , B IV 210
The t i t l e  page o f the  m anuscrip t co n ta in s  the
fo llow ing  in fo rm ation : Sonata â 3 /  V io lino  /  C larino /
Trombone. ^ While the m anuscript does no t id e n t i fy  the
composer, the work has been a t t r ib u te d  to  Schmelzer.
H arnoncourt w r ite s ;
I t  i s  tru e  th a t  the Sonata fo r  V io lin , C larino and 
Trombone has come down to  us in  Kromeriz w ithout the 
com poser's name; y e t the s ty le  o f  w ritin g  i s  so very  
S chm elzer-like  th a t  I  p e rso n a lly  hold  i t  to  be one o f  
h is  works. ^
R egardless o f whether H arnoncourt's  a t t r ib u t io n  i s  c o rre c t
N e ttl ,  "Die W iener." N e ttl  p re se n ts  some o f  L iech­
t e n s te in 's  correspondence reg a rd in g  m usic, in c lu d in g  l e t t e r s  
to  and from Schmelzer. See pp. 166-175»
2
To da te  Schm elzer's au th o rsh ip  of t h i s  p iece i s  
u n c e r ta in . However, s ince  a u th o r i t ie s  such as Sm ithers and 
Harnoncourt have a t t r ib u te d  i t  to  Schm elzer, i t  has been 
included  in  t h i s  d isc u ss io n  as one of h is  com positions.
^A ll in fo rm ation  and examples from the Sonata a 3 .
B IV 210 were ob ta ined  from a m icrofilm  copy o f the manu­
s c r ip t .
^Nikolaus H arnoncourt, "Music a t  the  Im peria l Haps- 
burg C ourt,"  Musik am Habsburgischen K a ise rh o f. SAWT 9563/ 
64-B TELEMNKENl (Program n o tes  to  the reco rd in g , p . 8 .)
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o r n o t, the  work stands as a  demanding solo com position 
fo r  the  trombone I v io l in  and c la r in o . While demanding 
p a r ts  were w r i t te n  fo r  a l l  th re e  in s tru m en ts , the trombone 
p a r t  i s  e s p e c ia l ly  ch a llen g in g . The range of the p a r t  i s  
in  excess o f two and a h a lf  oc taves n e c e s s i ta t in g  the use 
o f fo u r d i f f e r e n t  c le f s  : bass, te n o r , a l to  and soprano.
The Sonata â 3 i s  in  fo u r s e c t io n s .  The m eters , 
e d i t o r i a l  tempo in d ic a tio n s  and measure numbers are  a s  
fo llow s :
4 /4  /A dagio j  = 6 ^  meas. 1 - 2 ?
3 /4  /A lle g ro  = 6 o / meas. 28 - 90
3 /4  /A dagio } = 60/ meas. 9 1 - 1 1 1
3 /4  /A lle g ro  j .  = 60/ meas. 112 - 125
The Sonata â  3 i s  a c tu a l ly  a p relude  and p a ssa -  
c a g l ia .  In  th e  p re lu d e , measures 1 - 2 7 ,  each in strum en t 
has a  so lo  e x p o s itio n  accompanied by th e  con tinue. The 
p a ssa c a g lia  occurs from measures 28 through 125. The 
v a r ia t io n s  occu r in  a l l  th ree  so lo  instrum ent p a r ts  over 
a c o n tin u a lly  rep ea ted  d ia to n ic  descending bass l in e  o f 
fou r m easures i n  le n g th .
The p relude  begins w ith  the v io l in  and con tinue, 
follow ed by the  opening passage fo r  the  trombone (Example 
9 ). This example i l l u s t r a t e s  th e  com poser's l y r i c a l  s ty le ,  
c h a ra c te r iz e d  by an o f te n  d is ju n c t  m elodic l in e ,  in c lu d in g  
lea p s  as g re a t  as an oc tav e . The n o ta t io n  t .  above the  
n o tes  in  m easures 8 and 11 in d ic a te  t r i l l s .
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Example 9: Schm elzer, Sonata â 3 , meas. 5-12.
t.
In  the  second s e c t io n  the  f i r s t  v a r ia t io n  i s  g iven  
to  the  trombone (Example 10).
Example 10: Schm elzer, Sonata â 3 . meas. $6-6 .̂
JL JÊ .
Follow ing so lo s  fo r  the  c la r in o  and v io l in ,  id e n t ic a l  in  
s ty le  to  the trombone so lo , the fo llow ing  passage fo r  
trombone occurs (Example 11 ).
Example 11: Schm elzer, Sonata â 3 . meas. 72-79.
i
^—at—---------- at—.—̂ ,—' f  f ’ ^  f  f  T  f  *  1
These examples show the com poser's demand fo r  te c h n ic a l  
f l e x i b i l i t y  over a wide range a t  a ra p id  tempo.
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In  the  t h i r d  s e c tio n , the v a r ia t io n  f o r  trombone 
(Example 12) fo llow s those fo r  the v io l in  and c la r in o .
Example 12; Schm elzer, Sonata a 3 , meas. 103-112.
t.
Once again  the markings t .  and t r i l .  are taken  d i r e c t ly  
from the m anuscript and in d ic a te  t r i l l s .
The Sonata k 3 can be found in  i t s  e n t i r e ty  in  
P a r t  I I .  As can be seen  th e re , the trombone was used 
e q u a lly  w ith  the v io l in  and c la r in o .
Schm elzer: Sonata â 3 . B IV 76
The m anuscrip t o f  the  Sonata â 3 fo r  v io l in ,  trom ­
bone and bassoon co n ta in s  the  follow ing in fo rm atio n :
Sonata â 3 /  V iolino /  Trombone /  Fagotto /  con Organo /  
A.D. H ein rich  Schm elzer.^
This com position i s  in  fo u r s e c tio n s . The m eters, 
o r ig in a l  tempo in d ic a t io n s  and measure numbers a re  as 
fo llo w s:
4 /4  Adagio meas. 1 - 2 4
London.
Robert M in ter, ed . Copyright 1974 by MUSICA KARA,
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4 /4  p iu  A llegro meas. 25 -  83
3 /4  A lleg ro  meas. 84 -  171
4 /4  Adagio meas. 172 - 176
The f i r s t  s e c tio n  beg ins w ith  the fo llow ing  passage
(Example 1 3 ). I t  con tinues in  the  same s ty le  to  i t s  f in a l  
cadence a t  the end o f the  s e c t io n . This se c tio n  se rv es  to 
e s ta b l is h  th e  e q u a l i ty  o f the so lo  in strum en ts and to  again  
i l l u s t r a t e  the  d is ju n c t  l y r i c a l  s ty le  in  Schm elzer's w ritin g . 
Despite the  la rg e  in te r v a ls  and wide range in  th i s  p assag e , 
the p a r ts  need to  be played in  a smooth and l y r i c a l  manner.
Example 13: Schmelzer, Sonata a 3, meas. 1 -8 .^
y*
^M inter, p . 2.
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In  the  second s e c tio n , the  w ritin g  fo r  the  so lo  
in strum en ts invo lves m otiv ic  im ita tio n . This s e c tio n  
begins w ith  the  bassoon, follow ed by the trombone and 
f i n a l ly  the v io l in .  This e x ce rp t from the trombone p a r t  
(Example l4 )  shows Schm elzer's demand fo r  f l e x i b i l i t y  over 
a rp eg g ia ted  m elodic p a tte rn s .
Example l4 :  Schmelzer, Sonata â 3 . meas. 25-^3»^
J-
The perform er must e x e rc ise  s e n s i t iv i ty  and co n tro l because 
the trombone p a r t  must balance w ith  the v io l in  and bassoon, 
as each p lay  s im ila r  f ig u re s  sim ultaneously . As Example l4  
ends, the  prim ary solo  fo r  the bassoon b eg in s . I t  i s  f o l ­
lowed by the  v io l in  and then  the  solo fo r  th e  trombone 
(Example 15 ). This solo  in c lu d es  large  in te r v a l s ,  wide 
range and a rp eg g ia ted  f ig u re s  a t  a quick tempo.
^M inter, pp. 3-4.
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Example 15: Schm elzer, Sonata a 3 , meas. 61- 83 .^
The rem ainder o f  the  com position i s  im ita t iv e  in  
s ty le ,  v/ith a l l  so lo  vo ices being  eq u a l.
Schmelzer: Sonata â 4 , B IV 213
The m anuscript o f th^~-Sonata a 4 con ta ins the 
fo llow ing  in fo rm atio n : Sonata a 4 /  V io lino  /  C ornetto  /  
Trombone /  e F aga tto  /  d e t ta  l a  C a ro l ie t ta  Composta d e l 
Sm eltzer /  Musico de Com. d. Sa. Mtae. /  Ao 1669.^  In  
a d d itio n , the  t i t l e  page o f the  m anuscrip t co n ta in s  the 
in sc r ib e d  W in d ic a t in g  th a t  Ve jvanovsky copied th i s  work.
London.
^M inter, pp. 6-8 .
^Robert M in ter, ed. Copyright 1974 by MUSICA RARA,
3 4
p o ss ib ly  du ring  one o f  h is  t r i p s  to  Vienna.
This p iece  i s  i n  seven s e c t io n s .  The m eters , 
e d i to r ia l  tempo in d ic a tio n s  and measure numbers a re  as 
fo llow s ;
4 /4  /A l le g r o /  meas. 1 - 4 3
3/2 /A l le g ro /  meas. 4̂ - -  62
4/4  /Â n d an te / meas. 6 3 - 8 1
3/2 /A l le g r o /  meas. 82 -  93
4/4  /Â n d an te / meas. 9 4 - 1 1 3
3/2 /A l le g r o /  meas. 114 -  153
4 /4  /Â n d an te / meas. 154 -  159^
The work i s  in  G major w ith  s e v e ra l c o n tra s tin g  se c tio n s  
in  D m ajor.
The f i r s t  s e c tio n  beg ins w ith  th e  trombone p a r t ,  
which p resen ts  the  su b je c t on which t h i s  s e c tio n  is . based. 
The opening b a rs  (Example 16) e s ta b l is h  the e q u a l i ty  o f 
the solo in strum en ts in  the ensemble s e t t i n g .
The e d i to r  does not provide e d i t o r i a l  tempo in d i ­
ca tio n s  in  the p ub lished  e d it io n  o f  t h i s  com position. These 
markings are th e  w r i t e r ’s .
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Example l6 :  Schm elzer, Sonata a  4 , meas. 1 -6 .^
CWUjrd
 {'ti'
In  the Sonata a  4 the same in strum en ts perform  
b o th  the  t u t t i  ensemble m a te r ia l  and the  so lo  m a te r ia l .  
Example 1? i l l u s t r a t e s  the  t u t t i  ensemble m a te r ia l  found 
in  the  second s e c tio n  and in  a l l  succeeding  3/2 s e c tio n s . 
These se c tio n s  a l te rn a te  w ith  the  so lo  se c tio n s  throughout 
the  rem ainder o f  the p ie c e .
^M inter, p. 2.
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Example 1?; Schmelzer, Sonata a 4 , meas. 44-49«'
The f i r s t  so lo  p re s e n ta tio n  in  the  Sonata a 4 i s  
found in  the th ir d  s e c tio n . In  t h i s  s e c tio n  the  v io l in  
and trombone so los are  p re sen te d . Example 18 shows th a t  
the w ritin g  fo r  the  v io l in  and trombone i s  e q u a l, the 
s ty le  and m a te r ia l o f the two p a r t s  being id e n t ic a l .
Example 18: Schmelzer, Sonata â 4 , meas. 63-81.'
^M inter, pp. 4 -5 . W in te r ,  pp. 5-7 .
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Example 18 continued .
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In  the f i f t h  s e c t io n  the c o rn e tto  and bassoon have 
so lo s  in  a form at id e n t ic a l  to  the one fo r  v io l in  and 
trombone. The rem aining se c tio n s  a re  fo r  the  t u t t i  ensem­
b le .  There are  no more so lo s .
The examples from these  com positions show th a t  
Schm elzer's  w ritin g  fo r  the  trombone involved  leg a to  s ty le  
and te c h n ic a l  f a c i l i t y  over m a te r ia l  o f te n  d is ju n c t  in  
n a tu re  and covering  a wide ran g e . They a lso  show th a t  he 
used the  trombone as a so lo  instrum ent e q u a lly  w ith  the 
v io l in ,  c la r in o ,  co rn e tto  and bassoon.
P h ilip p  Jakob R i t t l e r
P h il ip p  Jakob R i t t l e r  was born  about 1637 and
d ied  in  Olomouc on February l 6 , 1690, a t  the  age o f 53*^
Although l i t t l e  i s  known o f  R i t t l e r 's  l i f e ,  i t  i s  suggested
th a t  he was the most im portan t m usician  a t  the  Olomouc
C athedral during  the second h a lf  o f the  seven teen th  cen- 
2
tu ry . N e t t l  w rite s  th a t  he was the o rg a n is t  or perhaps 
the K ap ellm e iste r a t  the J e s u i t  Church in  Troppau.^ In  
1679 R i t t l e r  was appoin ted  Domkapelimeister in  the  Olomouc
k
C athedral and served  in  th a t  p o s i t io n  u n t i l  h is  d ea th  in
J i n  Sehnal, "Die M usikkapelle des Olmûtzer 
B ischofs K arl L ie c h te n s te in -C a s te lc o rn  in  K rem sier," 
K irchenm usikalisches Jah rbuch , LI, 1967. p . 112.
^Sehnal, p. 112.
^ N e tt l ,  "Die Wiener Tanzkom positionen," p . 161. 
kSehnal, p. 112.
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1690.^ C onsidering  the f a c t  th a t  h is  works in  the L iech­
t e n s te in  c o l le c t io n  date from I 66O, Sehnal th in k s  th a t  
R i t t l e r  may have been a member o f  th e  m usica l e s ta b l i s h ­
ment in  Olomouc s ig n i f ic a n t ly  p r io r  to  h is  appointm ent as 
Domkapelime i s t e r .
R i t t l e r  was a p r o l i f i c  and v e r s a t i l e  composer 
whose dated  works in  the B re itenbacher cata logue span the 
y ears  166O -  1678. Approximately s ix ty  works are l i s t e d  
in  B re iten b ach e r in  th i r te e n  o f the  fo u r te e n  c a ta g o rie s  o f 
m usic. In  a d d it io n , R i t t l e r 's  works are  m entioned i n  the 
Tovacov^ and Sesky Krumlov^ in v e n to r ie s .
R i t t l e r  wrote many p iec es  w ith  trombones, b u t i t  
appears th a t  he used the trombone as a  so lo  in strum en t in  
only  one, the S ona ta . B IV 79*
R i t t l e r ,  S ona ta , B IV 79
The m anuscrip t of the  Sonata c o n ta in s  the fo llow ing  
in fo rm a tio n ; Sonata. V iolino V io le t ta  e t  V io la  /  o vero 
Trombone A lto con Cimbalo /  Authore P h ilip p o  J .  R i t t l e r  /
Ao 1660 in  Ju lio  /  Oppaviae.^ This b r i e f  com position
J i r £  Sehnal, "Hudebnici 17. s t o l e t i  v m atrikach  
k o s te la  sv . P e tra  a Pavla v Olomouci," Zpràvy V la s t. u s t  
V Olomouci, 1965, p .  9 .
^Jan Racek, " In v e n tif  Hudebnin Tovacovskeho Zimku 
z Konce 17. S t o l e t i , " M usikologie. Praha-B rno, 1938.
^ J i r i  Zaloha, "ceskokrumlovsky soup is hudebnin 
%atku 18. s t o l e t i , "  Hudebm veda, VI, 3 » 1969.z po
ob ta ined  from a m icrofilm  copy o f  the  m anuscrip t.
i|.
A ll in fo rm ation  and examples o f the  Sonata were
4 0
c o n s is ts  o f  only  two se c tio n s . The m e te rs , e d i t o r i a l  
tempo in d ic a t io n s  and measure numbers a re  as fo llo w s;
3 /4  /A lle g ro  j  = 120 / meas. 1 - 5 6
4 /4  /A lle g ro  j  = 1 0 ^  meas. 57 -  72 
The com position i s  i n  G minor.
R i t t l e r ' s  Sonata d i f f e r s  from th e  works d iscussed  
p re v io u s ly  in  th a t  i t  p re sen ts  no a c tu a l  so lo s  fo r  the 
in s tru m en ts  invo lved . However, each o f the  in stru m en ts  
i s  t r e a te d  in  a s o lo i s t i c  manner, the trombone and v io l in s  
being  used e q u a lly .^  Example 19 i l l u s t r a t e s  th e  e q u a l i ty  
o f th e  p a r t s ,  the  te c h n ic a l  requ irem ents o f the  trombone 
p a r t  and the s o lo i s t i c  way in  which i t  i s  t r e a te d .
Example 19: R i t t l e r ,  Sonata, meas. 6O-65.
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See complete score in  P a r t  I I .
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H ein rich  Ignaz Franz B ihar
H ein rich  Ignaz Franz B iher was horn  on August 12,
16#  in  W artenherg near Reichenherg in  Bohemia.^ According
to  the Reichenherg au th o r Wilhelm F e is tn e r ,  B ih e r 's  f i r s t
m usical t r a in in g  came from the lo c a l  W artenherg o rg a n is t,
a  man named K nostel o r K noffe l, and he re c e iv e d  l a t e r
2
t r a in in g  in  Reichenherg o r  Prague. I t  i s  commonly thought 
th a t  he a lso  s tu d ied  ho th  v io l in  and com position  w ith  
Schm elzer.
In  1666 B iher jo ined  L ie c h te n s te in 's  m usical e s ta b ­
lishm ent in  Krom^ri%, and became i t s  f i r s t  K a p e llm e is te r .^ 
A fte r only  fou r y ears  o f se rv ice  to  the  P rince-B ishop ,
B iher l e f t  Kromeriz under unexplained c ircum stances and 
jo ined  the o rc h e s tra  o f Count M axim ilian Gandolph o f  
Kuenherg, P rince-B ishop o f  Salzburg. He advanced from the 
p o s i t io n  o f in s tru m e n ta l is t  to  th a t  o f  S ing ing  M aster in  
1677f and in  l684 he assumed the p o s i t io n  o f  P re fe c t  a t
li
the  cho irboys ' school and was named K a p e llm e is te r .
F in a lly  in  1690 Emperor Leopold con fe rred  the  t i t l e  of 
n o b i l i ty  on him a llow ing  him to he c a l le d  von B iher. He
^Andreas L ie ss , "B ih er,"  Die Musik in  Geschichte 
und Gegenwart. ed . F r ie d r ic h  Blume, (K assel; B â re n re ite r -  
V erlag , (19^9- ) .  Vol. 1 , c o l. 1828.
2
Paul N e tt l ,  "H einrich  Ignaz Franz B ih e r,"  Nagels 
M usik-A rchiv, Vol. 112, (London: B a r e n r e i te r ) , from p re ­
fa c e , page not numbered.
^Sehnal, "Die M usikkapelle ,"  p . 103-
^ E itn e r , Vol. 2, p . 33 .
k z
d ied  on May 3, 1?04 In  S alzburg .^
B iber i s  most remembered fo r  h is  v i r tu o s i ty  on the 
v io l in  and h is  u t i l i z a t i o n  of s c o rd a tu ra , the abnormal 
tun ing  o f the  v io l in  s t r in g s  to  perm it the execu tion  o f 
double stops im possible w ith  r e g u la r  tun ing  and allow ing 
f o r  new tone c o lo rs . He pu b lish ed  f iv e  major c o lle c tio n s  
o f  in s tru m en ta l music du ring  h is  l i f e t im e  and l e f t  more 
i n  m anuscrip t, p r im a rily  in  Kromeriz. He a lso  wrote a 
s ig n i f ic a n t  amount of sacred  v o ca l m usic, most o f  which 
remained unpublished in  h is  day. The B reitenbacher ca ta ­
logue in d ic a te s  th a t  B iber l e f t  fo r ty - fo u r  com positions 
i n  s ix  c a ta g o rie s  in  the  L ie c h te n s te in  c o lle c tio n . One 
o f  these works, Sonata a 3, B IV 130, u t i l i z e s  the  trom ­
bone as a so lo  in strum en t.
B iber: Sonata a 3. B IV 130
The m anuscript o f  the Sonata â 3 g ives the follow ­
ing  in fo rm ation : Sonata a  3 /  2 V io lin i  /  1 Trombone /  HB.^ 
The i n i t i a l s  s tand  fo r  H e in rich  B iber, and the m anuscript 
i s  f la w le ss .
This work i s  made up o f  n ine s e c tio n s . The m eters.




B re itenbacher, p . 206.
This in fo rm ation  was ob ta ined  from a m icrofilm  
copy o f the m anuscrip t. A modern perform ing e d it io n  of 
t h i s  work e x is ts  (Kurt Janetzky , ed. Copyright 1956 by 
MUSICA RARA, London), b u t the e d i to r  does no t include th is  
in fo rm ation .
l^3
o r ig in a l  tempo in d ic a t io n s  and measure numbers a re  as 
fo llow s :
$ A llegro  non troppo meas. 1 - 1 0
3/ 2 Poco a lle g ro meas. 11 -  33
$ Adagio meas. 34 -  48
3/2 A llegro meas. 49 -  66
$ Adagio meas. 67 -  81
3 /2 Poco A llegro meas. 82 -  95
$ Adagio meas. 96 -  105
3/2 A llegro meas. 106 -  115
3 /2 A llegro meas. 116 -  176^
The Sonata â 3 i s  a  p iece composed f o r  the  solo
d isp la y  o f  the  th re e  in stru m en ts  invo lved , two v io l in s  
and a  trombone. The f i r s t  Adagio se c tio n  i s  th e  so lo  sec ­
t io n  fo r  the f i r s t  v io l in ,  and th e  second Adagio se c tio n  
i s  the so lo  fo r  the second v io l in .  The so lo  fo r  the trom­
bone encompasses two s e c t io n s .  Adagio, m easures 96-105, 
and A lle g ro , m easures IO6- I I 5 . Each o f the  so lo  se c tio n s  
i s  perform ed w ith  con tinue  accompaniment on ly .
Example 20 i l l u s t r a t e s  the  te c h n ic a l requ irem ents 
o f the trom’e .ne p a r t  in c lu d in g  th e  in d ic a t io n s  ( + ) to  t r i l l  
o r  im provise o th e r  ornam ental f ig u re s  in  measure 98. The 
so lo  fo r  trombone i s  complete in  Example 20.
^Kurt Jane tzky , ed . Copyright 1958 by MUSICA RARA,
London.
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Example 20; B iber, Sonata a  3 . meas. 96-115•'
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R eference to  the complete score w i l l  i l l u s t r a t e  
th e  e q u a l i ty  o f  w riting  fo r  th e  th ree  so lo  in s tru m en ts .
THE USE OF TROMBONES 
AS A SOLO GROUP
There are  a number o f works preserved  in  the  L iech ­
te n s te in  music c o lle c tio n  which u t i l i z e  groups of trom bones, 
from two to  fo u r in  number, in  a s o lo i s t i c  manner. A l­
though th e  composers r a r e ly  s ta te d  anyth ing  in  the manu­
s c r ip t s  about ch o irs  or groupings o f in stru m en ts , the in ­
strum ents as they  are used o f te n  f a l l  n a tu r a l ly  in to  groups 
whose tim bres are  co n tra sted  w ith  one an o th e r. Most o f te n
■Janetzky, pp. 8 -9 .
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the  m elodic o r m otiv io  m a te r ia l  i s  q u ite  s im ila r  between 
the  g roups, h e ig h ten in g  the e f f e c t  o f tim b o ra l c o n tra s t .  
Among the  composers who used groups o f  trombones in  t h i s  
manner were L ib e r t in i ,  T o la r, Schmelzer and Vejvanovsky.
The fo llo w in g  d isc u ss io n  o f these  com positions in c lu d es 
b io g rap h ies  o f  the known composers th a t  have no t been 
d iscu ssed  p re v io u s ly .
Giacomo Francesco L ib e r t in i
Almost n o th ing  i s  known about L ib e r t in i .  Sehnal
s t a t e s  th a t  a  M atthaeus F ran c is  eus L ib e r t in u s was a s tu -
1dent in  Olomouc in  1616, bu t whether he i s  the  composer 
found in  the  L ie c h te n s te in  c o lle c t io n  i s  u n c e r ta in . The 
only  su b s ta n tiv e  in fo rm a tio n  a v a ila b le  about the man i s  
th a t  h is  com positions appear in  the  in v e n to r ie s  of a t  
l e a s t  two music c o lle c t io n s  o th e r  than  L ie c h te n s te in 's .  
Sehnal w r ite s  th a t  a  Giacomo Francesco L ib e r t in i  i s  l i s t e d  
in  the  T rebenice In v e n to ry ,^  and in  the Tova^ov In v en to ry .^  
B re iten b ach er l i s t s  a t o t a l  of fo u r  works^ by L ib e r t in i .
^ J i r i  S ehnal, "Jména hudebniku 1?. s t o l e t i  v m atrice  
olomouke u n iv e r s i ty ,"  Zpravy V la s t . u s t .  v Olomouci, 1966, p .? .
^Sehnal, "Jmlna hudebniku ," p. ?.
^Racek, pp. 45- 68 .
^ In  a d d it io n  to  the work under d isc u ss io n  h e re , 
B re iten b ach er l i s t s  th re e  masses by L ib e r t in i .  One co n ta in s  
the  fo llo w in g  in fo rm atio n ; " I 77. Missa Neo E c c le s ia s t ic a ;  
S c r ip ta  C rem sirii anno 1674, in  Decembri." The in s c r ip t io n  
" S c r ip ta  C rem sirii anno 1674, i n  Decembri" suggests th a t  
L ib e r t in i  spen t some time in  Kroml?i^.
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L ib e r t in i :  Sonata â  8 , B IV 27
The m anuscrip t o f  the  Sonata â 8 g iv es  the fo llow ­
ing  in fo rm ation : Sonata a 8 /  2 V io lin i  /  V io l ie t ta  /
2 C la r in i  /  3 Tromboni /  Con Violone e t  Organo /  A: 
L ib e r tin o .^  The m anuscrip t i s  undated.
The Sonata â  8 u t i l i z e s  th ree  trombones n o ta ted  
in  th e  a l to ,  ten o r and bass c le f s .  They fu n c tio n  as one 
o f  th ree  groups in  t h i s  work. The o th e r two groups con­
s i s t  o f  the  th ree  s tr in g e d  in strum en ts and the  two c la r -
in o s . A ll groups a re  equal in  m elodic or m otivio impor- 
2
ta n c e . Not only a re  the  groups equal to  one ano ther, 
bu t the  trombones a re  equal among them selves (Example 21).





Lu Li [ f-L?
^This in fo rm atio n  and a l l  examples o f the Sonata a. 8 
were ob ta ined  from a m icro film  copy o f the m anuscrip t.
2
See complete score  in  P a r t  I I .
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Clean rap id  a r t i c u la t io n  i s  re q u ire d  in  a l l  ranges 
(Example 22).
Example 22: L ib e r t in i ,  Sonata a 8 , meas. 11-14.
Each p a r t  re q u ire s  in d iv id u a l s o lo i s t i c  a b i l i t y  (Example 
23) as w ell as  good group performance (Example 24).
Example 23: L ib e r t in i ,  Sonata a 8 , meas. 30-32.
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Example 24: L ib e r t i n i , Sonata a 8 , meas. 35-37.
Exam ination o f the complete score w il l  i l l u s t r a t e  
the  use of these  com positional techn iques throughout the 
work and show th a t  L ib e r t in i  used the  trombones as a so lo ­
i s t i c  group e q u a lly  w ith  the  v io l in s  and the c l a r in i .
Jan  K r t i t e l  T olar
Jan K r t i t e l  Tolar^ was born about 1620 in  Kamnik,
2
Yugoslavia and d ied  February 13, l6?3  in  Vienna. L i t t l e  
i s  known about h is  youth . He was in s t ru c te d  from l645 to 
l64? a t  the J e s u i t  school in  L ju b ljan a , and may have 
tau g h t th e re  from 1656 to  1658.^  The on ly  o th e r  inform a­
t io n  about him has come from study ing  the t i t l e  pages o f 
h is  com positions. Pohanka w r ite s :
. . . the  f a c t  th a t  h is  com positions have so f a r  
been found only in  Bohemia, prove beyond doubt th a t  he
The name i s  sp e lle d  in  v a rio u s  ways on h is  e x ta n t 
m anuscrip ts , e .g .  T o lla r , T h o lla ry , Dolar and D o lla r .
^D ragotin Cvetko, "D o lar,"  MGG, Vol. 15, c o l. I 8I 6 .
^Cvetko, c o l. 1816.
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was a composer o f Czech o r ig in .  His C h r is tia n  names 
a re  never g iven  in  f u l l .  Only the i n i t i a l s  o r t h e i r  
a b b re v ia tio n s , fo r  in s tan ce  A u th /o ^  R /everendo/ 
p / i t e r 7  J /o h a n n e ^  B ^ p t i s t ^  D olar S o c ie ta t is  Je su , 
a re  g iven  on the t i t l e  page o f  h is  th ree  workings o f 
th e  psalm M iserere mei Deus . . . .  From th i s  i t  i s  
a ls o  seen  th a t  he was a p r i e s t  of the  J e s u ite  o rd er 
. . . .  Oddly enough no b iography  o f  any s o r t  has 
been found in  any reco rd s concerning the J e s u ite  o rder 
in  Bohernia.1
T o la r 's  com positions were e v id e n tly  perform ed in  
se v e ra l lo c a tio n s  in  Bohemia, in c lu d in g  the chapel o f the
2 9m onastery o f  Osek and in  the P i a r i s t  co llege  o f  Slany.-^
V
S evera l works a re  a lso  mentioned in  the  Ce sky Krumlov 
in v en to ry  o f  1?06.^ The B re iten b ach er catalogue o f the 
chapel in  KromeriX l i s t s  tw en ty -fiv e  works, sac red  and 
s e c u la r ,  v o ca l and in s tru m e n ta l by T o la r. Of th e se , only  
f iv e  a re  d a ted , spanning the  y ears  I 669 to  I 673. One o f 
the  works in  the  L ie c h te n s te in  c o l le c t io n  in d ic a te s  th a t  
T o lar may have had some connection  w ith  the  m usical e s ta b -
1 uJa ro s la v  Pohanka, "Jan K r t i t e l  T o la r ,"  Musica 
Antigua Bohemica, (Praha, 1959)i Vol. 40, p. ix .
^Paul N e tt l ,  "W eltliche Musik des S t i f t e s  Ossegg 
(Bohraen) im 1? Ja h rh u n d e rt," Z e i t s c h r i f t  fu r  Musikwissen- 
s c h a f t , IV, (L eipzig , 1921-2a), p . 355* In  t h i s  inven to ry  
fo r  the  y ears  1720-1733» under the  heading "G en ia lia  seu 
cantus r e c r e a t iv i , "  a com position i s  l i s t e d  as fo llow s : 
"Sonata a 9 D olar."
-^Pohanka, "T olar, " p. ix .  Pohanka s ta te s  th a t  the 
in v en to ry  o f  the  co llege  fo r  1713 in d ic a te s  "Misse P .J .  
Dolar S . J . ,  a copy from 1693."
^Zaloha, "ceskokruralovskj^," pp. 365-376"
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lishm en t o r  a t  l e a s t  t h a t  he sp en t some time in  Krom eriz.^
T o la r: Sonata a 13 , B IV 71
The t i t l e  page of the m anuscrip t o f  the  Sonata a  13 
co n ta in s  the  fo llow ing  in fo rm atio n : Sonata â 13 /  2 V io lin i 
/  2 V iolae /  2 C la r in i  /  2 C o rn e tti  /  4 Tromboni /  1 fa g o tto
p O
con V iolone e t  Organo /  A.R.P. T o la r Soc. Jesu .
In  the Sonata a 13 T o lar makes good use o f the  
tim b o ra l c o n tra s ts  p o ss ib le  by grouping th e  in strum en ts 
in to  t h e i r  re sp ec tiv e  fa m ilie s . There a re  four groups: 
c la r in o s ,  c o rn e tto s , trombones and s t r in g s .  Each group 
i s  t r e a te d  eq u a lly  w ith  the  o th e rs .
W ithin the  trombone group a l l  p a r t s  a re  o f  equal 
im portance (Example 25)•
Example 25: T o lar, Sonata a 13, meas. 24 -29 .^
[Pr»^ j'Uk]
VI
B re iten b ach er, p . 100. The m otet N isi Dominus,
B I I I  20, con ta ins the fo llow ing  in fo rm a tio n  on the  t i t l e  
page: "A .r.P . T o lla r , Soc. Je su . Scriptum  anno 1671, Crem­
s i r i i .
"Pohanka, M B, Vol. 40, p . x i . 
^B reitenbacher, p . 110.
Pohanka, I ^ ,  Vol. 40, pp. 54-55.
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Example 25 continued.
1 1 [| n( '  ̂1 . 1 J - • r ~T. ' 1 r r- ~r
f pf 1
bj, J'T'ffli-
I j..1 f r
■ l-r..
Example 26 i l l u s t r a t e s  the techn ique re q u ire d  in  the  bass 
trombone p a r t .
Example 26: T o lar, Sonata â 13, meas. 5~7-^
Another example shows the  e q u a l i ty  o f  the  trombone p a r ts  
and the te c h n ic a l  f l e x i b i l i t y  th a t  each re q u ire s  (Example 
27).
:ohanka, M ^, Vol. 40, p . 50.
5 2
Example 2?: T o la r, Sonata â 13» meas. 67-72.^
An exam ination  o f the  complete score  w il l  show 
th a t  th e  trombone group was given a s ig n i f ic a n t  ro le  in  
the Sonata â 13 . I t  w i l l  a lso  show th a t  T o lar t r e a te d  
the trombone group as an independent and equal s o lo i s t i c  
group throughout the  com position.
Schmelzer: Sonata a 7 , B IV Jk
The t i t l e  page o f the m anuscript o f the Sonata a 7 
g ives the fo llo w in g  in fo rm ation : Sonata a 7 /  2 cornet t i n i  /
O
2 c la r in i  /  3 trom boni. There i s  no in d ic a t io n  as to  the 
composer o r date o f  com position.^ However, t h i s  same work
^Pohanka, M B, Vol. 40, pp. 60-62.
2
B re iten b ach er, p. 108.
^Robert S c o tt  Tennyson, "Five Anonymous Seventeenth- 
Century Chamber Works w ith  Trombone P a r t s ,  From the C astle  
Archives o f Kroml?iX," (unpublished D o c to r 's  d i s s e r ta t io n .  
The U n iv e rs ity  of Maryland, 1970), pp. 24-45. Tennyson com­
p le te d  a modern e d i t io n  o f th is  as an anonymous p ie c e .
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e x is t s  in  a c o l le c t io n  o f p ieces  w r it te n  by J.H . Schmelzer 
in  1662 e n t i t l e d  Sacro-P rofanus Concentus M usicus.^ The 
c o lle c t io n  was ded ica ted  to  Emperor Leopold I .  The manu­
s c r ip t  in  the  L ie c h te n s te in  c o l le c t io n  was undoubtedly 
copied by one o f the P rin c e -B ish o p 's  ag en ts  in  Vienna and 
then  se n t to  Kromeri^.
The technique o f c o n tra s tin g  tim bres i s  e x p lo ite d  
in  th e  Sonata k 7 . as in  the o th e r  works a lre ad y  d iscu ssed . 
In  c o n tra s t  to  the p rev ious works, th is  p iece  i s  w r i t te n  
e n t i r e ly  fo r  wind in s tru m en ts , w ith  the  ex cep tio n  o f  the 
co n tin u e . The th ree  tim boral groups a re  the  cornet t i n i ,  
the c la r in i  and the trombones. Although th re e  trombone 
p a r ts  are  n o ta te d , only the to p  two fu n c tio n  as a  group.
The bass trombone fu n c tio n s  as a continue instrum ent 
throughout th e  p iec e , even when the  o th e r  trombones r e s t .
The opening them atic  m a te r ia l  o f the  p iece  i s  p re ­
sen ted  in  the  trombone p a r ts  (Example 28), follow ed by
Example 28: Schm elzer, Sonata â 7 . meas. 1 -6 .^
E ric h  Schenk, e d . ,  "Sacro-Profanus Concentus 
Musicus: Fidium Aliorumque Instrum entorum  ( l6 6 2 ) ,"  Denk- 
m aler Per Tonkunst in  O s te rre ic h , (Graz/Wien: Akademische 
Druck-u. V e r la g s a n s ta l t , 1965), Vol. 111/112, pp. 1]4  f f .
"Tennyson, pp. 24-2^.
5 ^
Example 28 con tinued .
«.1
m
p a r ts  fo r  the c o r n e t t in i  and f i n a l ly  th e  c l a r i n i .
Example 29 i l l u s t r a t e s  the e q u a l i ty  o f  the  trombone 
p a r ts  as a s o lo i s t i c  group w ith the c o rn e t t in i  and c l a r in i .







An exam ination o f  the  complete score^ w i l l  confirm  
th e  im portance and e q u a lity  o f the trombones as a s o lo is ­
t i c  group throughout t h i s  com position.
Anonymous: Sonata à 5 , B IV 14-0
The t i t l e  page o f  the  m anuscrip t o f the  Sonata a 5 
c o n ta in s  the  fo llow ing  in fo n n a tio n : Sonata â 5 /  2 v io l in i  
/  3 trom boni /  Anno l6 6 ? . d ie 11. O ctob ris  s c r ip ta .^  The 
composer o f t h i s  work rem ains u n id e n t i f ie d , a lthough  i t  
has been sp ecu la ted  th a t  i t  was vnritten  by V ejvanovsky.^’
A modern e d i t io n  was completed in  1972 by Tennyson.^
The e f f e c t  o f c o n tra s tin g  tim b o ra l groupings o f 
in s tru m e n ts , so o f te n  in  evidence in  th e  p rev ious composi­
t io n s ,  i s  minimized in  the  Sonata a  6. R ather, each of 
th e  v io l in  and trombone p a r ts  p a r t i c ip a te s  e q u a lly , w ith  
the  o cca s io n a l excep tion  of the  bass trombone, in  an essen ­
t i a l l y  c o n tra p u n ta l te x tu re  throughout the  p ie c e . Occa­
s io n a l passages occur in  which the v io l in s  and the  trom -
^See e i th e r  Tennyson or DTP. V ol. 111/112.
2
B re iten b ach e r, p . 113.
^B reitenbacher, p . I I 3 . In  a fo o tn o te , B re ite n ­
bacher s t a t e s  the  fo llow ing ; " 4 l ) Autorem j e s t  Vejvanovsky. 
( V e t te r l . ) "  B re itenbacher a lso  l i s t s  t h i s  as be ing  by 
Vejvanovskÿ in  h is  index, p. 209.
^The w r i te r  has observed a W in sc r ib e d  on the t i t l e  
page in  a m icrofilm  copy of the m anuscrip t, in d ic a t in g  th a t  
Vejvanovskj^ a t  l e a s t  copied the work and may have w r i t te n  i t .
^Tennyson, pp. 2-21. Tennyson completed h is  
e d i t io n  under th e  erroneous t i t l e  Sonata â 7 .
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bones fu n c tio n  as independent g roups. This r e c a l l s  the 
technique of c o n tra s tin g  tim b res , b u t i t  i s  no t a prim ary 
com positional technique in  the p ie c e .
Example 30 shows the independence and e q u a li ty  o f 
each o f the v o ices  in  the ensemble. I t  a lso  dem onstrates 
the  rhythmic com plexity found in  a l l  the  p a r ts .




Example 31 i l l u s t r a t e s  the  manner in  which the 
bass trombone o c ca s io n a lly  becomes an independent voice 
w ith  them atic  o r m otiv ic  im portance of i t s  own.
'Tennyson, pp. 3-4 .
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Example 3 1 :  Anonymous, Sonata  a 5, meas. 29-32.^
An exam ination o f  the  complete score  w il l  show 
th a t  the trombones, in d iv id u a lly  and as a group, fu n c tio n  
a s  independent and equal p a r t ic ip a n ts  in  the  ensemble and 
p lay  a s ig n i f ic a n t  ro le  in  a  su ccess fu l performance o f 
the  com position.
Vejvanovsky: Sonata l a  P o s ta , B IV 35
The t i t l e  page o f  the  m anuscript o f  the Sonata la  
P osta  con ta ins the  fo llo w in g  in fo rm ation : Sonata l a  P o sta  /  
3 V io lin i /  3 Tromboni /  Ao l 66? /  Die 18 M a rtii  Scrip tum .^ 
The t i t l e  page a lso  c o n ta in s  an in sc r ib e d  W in d ic a tin g  th a t  
Vejvanovsky probably  composed the p ie c e . The only modern 
e d it io n  o f  the work a t t r ib u t e s  i t  to  Vejvanovsky.^
Tennyson, pp. 7 -8 .
2
B reitenbacher, p . 108.
^Pohanka, MB, V ol. 48, pp. 44-4?.
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The trombone p a r ts  o f  the  Sonata l a  P osta  con ta in  
few d i f f i c u l t i e s ;  re q u ire d  technique i s  q u ite  sim ple, the 
ranges of the re s p e c tiv e  p a r ts  are  m oderate, passages are 
g e n e ra lly  sh o rt in  le n g th  causing  no endurance problem s. 
This sim ple p iece  i s  w orthy o f  m ention, however, because 
the trombones and v io l in s  are  t r e a te d  as s o lo i s t i c  groups, 
the p r in c ip le  o f  c o n tra s t in g  s o n o r i t ie s  being  a prim ary 
com positional f e a tu r e .
The two groups a re  com pletely eq u al, u t i l i z in g  a 
g re a t d e a l o f r e p e t i t i o n  between them, o f te n  in  an echo 
e f f e c t .  Example 32 i l l u s t r a t e s  the com positional te c h ­
nique employed th roughout the p ie c e .
Example 32; Vejvanovsky, Sonata l a  P o s ta , meas. 33-37»^
JU.
Pohanka, MAB, Vol. 48, p . 46.
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Example 32 con tinued .
VM
Reference to  the  complete score w i l l  confinn  the 
e q u a lity  and s o l o i s t i c  use of bo th  the trombone and v io l in  
groups.
Vejvanovsky; Sonata â  1 0 . 3 IV 178
The t i t l e  page o f  the Sonata a 10 co n ta in s  the 
fo llow ing  in fo rm atio n : Sonata a 10 /  2 V io lin i in  Con. /
2 C la r in i in  Con. /  2 V io l i t ta e  i n  Con. /  3 Tromboni in  
Con. /  1 V iolon /  A l 666 /  Die 13 M a r t i i . ^ I n  a d d itio n , 
the  t i t l e  page c o n ta in s  the in sc r ib e d  W in d ic a tin g  th a t  
Vejvanovsky probably  composed th e  p ie c e .^  The on ly  modern
e d it io n  o f  the work a t t r ib u t e s  i t  to  Vejvanovsky.
Pohanka, MAB, Vol. 4?, p . x i .
2
B re iten b ach er, p . I l 4 .
■-'Observed in  a m icrofilm  copy o f the  m anuscrip t. 
A
Pohanka, M ^ , Vol. 4?, pp . 33-4?.
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The Sonata â 10 i s  a work o f  la rg e  p ro p o rtio n s . 
There are  th re e  solo  groups: two c la r in o s ,  two trombones 
and two v io l in s .  They are  found in  a  supportive  o rches­
t r a l  con tex t made up o f p a r ts  fo r  v io la ,  c e l lo ,  t h i r d  
trombone an d /o r bassoon and con tinuo . The in d ic a tio n s  on 
the t i t l e  page o f " in  Con." fo llow ing  each o f the solo 
g roupings, in d ic a te  th a t  the concertan te  p r in c ip le  o f  
com position i s  a m ajor component o f  t h i s  work.
A ll o f the so lo  groups are  equal in  m usical impor­
tance and te c h n ic a l  demands, as re fe ren c e  to  the  complete 
score w i l l  v e r i f y .  Example 33 i l l u s t r a t e s  t h i s  e q u a lity  
as w ell as the  te c h n ic a l  requ irem ents o f the v a rio u s  p a r ts .
Example 33: Vejvanovsky, Sonata a 10 , meas. 4 -9 .^
0.1
0.Î
Pohanka, MAB. Vol. 4?, pp. 33- 34 .
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Example 33 continued .
tx.1
The Sonata à 10 c le a r ly  i l l u s t r a t e s  t h a t  trombones 
were used as so lo  in strum en ts eq u a lly  w ith  the  v io l in s  and 
the  c la r in o s .
Conclusion
The m usical examples p resen ted  in  th i s  ch ap te r de­
m onstrate  th a t  the  composers rep re se n te d  in  th e  L iech ten ­
s t e in  music c o l le c t io n  u t i l i z e d  the  trombone as a so lo  
in strum en t in  the sev en teen th  cen tu ry , bo th  as a  s in g le  
in strum en t and in  a group. I t  was considered  to  be a v e r­
s a t i l e  solo  in strum en t and was used on an equal b a s is  with 
the commonly recogn ized  solo  in strum en ts o f  the  day.
I t  should be emphasized th a t  w hile th e se  a re  the 
more ou tstand ing  examples in  the  a rc h iv e , they  are but 
re p re se n ta tiv e  o f  many more com positions w ith  im portan t 
trombone p a r ts , in  both  in s tru m e n ta l and v o ca l c a ta g o r ie s .
Chapter 3
A DESCRIPTION OF THE MANUSCRIPTS 
OF THE COMPOSITIONS IN PART I I
The d e sc r ip tio n  o f the m anuscript o f  each composi­
t io n  found in  PART I I :  Modern E d itio n s , co n ta in s the f o l ­
lowing in fo rm ation : complete co n ten ts  o f the  t i t l e  page; 
whether a score or only in d iv id u a l p a r ts  e x i s t ;  i n s t r u ­
ments and vo ices used, a s  designated  on the in d iv id u a l 
p a r t s ;  the  c le f s  corresponding to  those p a r ts ;  use of 
b a r l in e s  ; use o f  s ig n a tu re s  and a c c id e n ta ls ;  use o f dyna­
mic and tempo markings ; unusual fe a tu re s .
Several fe a tu re s  are  found to be common to  a l l  the 
com positions. They are :
1. These works are  e n t i r e ly  m anuscrip t, in c lu d in g  
the  s ta v e s . Among the twelve p ie c e s , no p o r tio n  i s  p r in te d  
by any m echanical means.
2. The note va lues and th e i r  shapes are  e ssen ­
t i a l l y  the  same as in  modern n o ta tio n , in c lu d in g  whole 
n o te s , h a lf  n o te s , q u a rte r  n o tes  and so fo r th .
3. V ir tu a l ly  a l l  p a r ts  in  the m anuscrip ts co n ta in  
a eus to  s a t  the end o f  each lin e  to  in d ic a te  the
f i r s t  note of the  nex t l in e  to the  perform er.
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4 . The f ig u re d  bass in d ic a t io n s  in  a l l  continuo 
p a r ts  are  found above the  w r i t te n  l i n e .
The t i t l e  pages f o r  most o f  th ese  works con ta in  
numbers in  p a re n th e se s . These numbers were the r e s u l t  o f  
a  re c a ta lo g u in g  of the  c o l le c t io n  sometime between the 
in v en to ry  taken  upon the death  o f  L ie c h te n s te in  in  l695 
and B re iten b ach e r ' s e f f o r t s  in  1927• B re iten b ach er r e ­
s to re d  the  o r ig in a l  l 695 numbering system  and m erely 
noted  the  o th e r  number in  p a re n th e se s . A ll Roman num erals 
were added by B re iten b ach e r.
A ll in fo rm atio n  con ta ined  in  t h i s  ch ap te r was 
ob ta ined  from m icrofilm  copies o f  the m an u scrip ts .
L ib e r t in i :  Sonata â 8 , B IV 27
T it le  page: IV 27 (85)
Sonata â  8 /  2 V io lin i  /  V io l ie t ta  /
2 C la r in i  /  3 Tromboni /  Con Violone e t  
Organo /  A: L ib e r t in o :
There i s  no score to  the  Sonata a 8 , only  in d iv i ­
dual p a r t s .  The in s tru m en ts  s p e c if ie d  on those p a r ts  a re  
as fo llow s : V iolino  Primo, V iolino  Secundo, A lto V iola in  
Con., C larino  Primo, C larino  Secundo, A lto Trombone, Tenore 
Trombone, Basso Trombone, Organo and V iolon. There i s  a lso  
a  supplem entary Organo p a r t .
The c le f s  u t i l i z e d  in  t h i s  p ie c e , in  the o rder o f  
in strum en ts l i s t e d  above, are as fo llow s :
Organo & Violon
64-
The use o f b a r l in e s  i s  very  re g u la r  i n  the  Sonata 
â 8 . They are  used alm ost e x a c tly  as in  modern n o ta tio n  
w ith  the  excep tion  t h a t  m easures a re  f re q u e n tly  divided 
between the  end o f one l in e  and the  beg inn ing  o f  the  nex t.
There a re  no sh arp s o r f l a t s  in  th e  s ig n a tu re .
The work i s  in  C m ajor. There a re  few a c c id e n ta ls .  An 
o ccasio n a l sharp  or f l a t  i s  p laced  e i th e r  b eside  o r  above 
the  no te  as space p e rm itte d . The p a r ts  c o n ta in  no dynamic 
m arkings, b u t do have th e  tempo in d ic a tio n s  a l le g ro  and 
a d ag io .
Anonymous: Sonata â 6 , B IV 36 (1)
T i t le  p ag e ;! IV 36 (93)
1 . Sonata â  6 /  2 C o rn e ttin . 1 C la r in .
3 Tromb. e t  Organ.
There i s  no sco re  to  the  Sonata a 6 , on ly  in d iv i­
dual p a r t s .  The in s tru m en ts  s p e c if ie d  on those  p a r ts  are  
as fo llow s : Cornetino Imo, Cornetino 2do, C la r in , Trombone 
Imo, Trombone 2do, Tromb., /O rganp /.
The c le f s  u t i l i z e d  in  t h i s  p ie c e , in  the  order o f 
in strum en ts l i s t e d  above, a re  a s  fo llo w s:
This t i t l e  page a lso  co n ta in s the in form ation  
fo r  Mummum à 6 , B IV 30 (2 ). For purposes o f c l a r i t y  
the  two have been se p a ra ted  h e re .
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There a re  v i r t u a l l y  no b a r l in e s  in  any o f  the 
p a r ts .  There a re  no sharps o r  f l a t s  in  the  s ig n a tu re .
The work i s  in  C m ajor. There are v e ry  few a c c id e n ta ls .  
The p iece  co n ta in s  the  dynamic m arkings fo r  piano and 
f o r t e , and th e re  i s  one t r i l l  marked in  the c la r in o  p a r t .  
There a re  no tempo in d ic a t io n s .
Anonymous; Mummum â 6 , 3 IV 36 (2)
T it le  page:^ IV 36 (93)
2. Mummum â 6 /  2 C la r in . 4 Trombon.
There i s  no score to  the  Mummum a 6 , only  in d iv i ­
dual p a r t s .  The in stru m en ts  sp e c if ie d  on those p a r ts  are 
as fo llo w s: C larino  Imo, C larino  2do, Trombon Imo, Trom­
bon 2do, Tromb. 3 t i a ,  /Trombone
The c le f s  u t i l i z e d  in  th i s  p ie c e , in  the o rd e r of 
in strum en ts l i s t e d  above, are  as fo llow s ;
3-----S _ E _ 1 y —
Note the use o f the sub-bass c le f  in  the bass trombone 
p a r t .  There are  v i r t u a l l y  no b a r l in e s  in  the  work.
The s ig n a tu re  co n ta in s  a B - f la t  and the  p iece  be­
g ins and ends in  C m ajor. There are  se v e ra l a c c id e n ta ls
This t i t l e  page a lso  co n ta in s  the in fo rm ation  
fo r  Sonata â 6 , B IV 36 (1 ) . For purposes o f  c l a r i t y ,  
the two have been se p a ra ted  h e re .
2
The Trombone 4 p a r t  c o n ta in s  t h i s  unexplained
marking:
6 6
used, p rim a rily  E - f l a t  and A - f la t .  When a B -n a tu ra l i s  
req u ire d , a sharp  appears by the note B r a th e r  than  a 
n a tu r a l  s ig n .
There a re  no dynamic or tempo markings in  the  
Mummum a 6 .
R i t t l e r :  Sonata , B IV 79
T it le  page: IV 79 (55)
Sonata. V iolino V io le t ta  e t  V iola /  8 vero 
Trombone Alto con Cirabalo /  Autho re  P h ilip p e . 
J .  R i t t l e r  /  Ao l660 in  Ju lio  /  Oppaviae. W
There i s  no score to  the S onata , only in d iv id u a l
p a r t s .  The in s tru m en ts  s p e c if ie d  on those p a r ts  a re  as
fo llow s: V io lino , V io la , Trombone A lto o V io la , /C im balo /.
The c le f s  u t i l i z e d  in  th is  p iec e , in  the o rd e r  of
in strum en ts l i s t e d  above, are  as fo llow s:
Cimbalo
There are  v i r t u a l l y  no o r ig in a l  b a r l in e s .  There 
a re , however, a s ig n i f ic a n t  number o f re g u la r ly  p laced  
b a r l in e s  in  a l l  p a r t s  but the  Cimbalo, which have been 
pu t in  very  l ig h t ly ,  undoubtedly by perform ers and p o s s i­
b ly  a t  a l a t e r  d a te .
The s ig n a tu re  co n ta in s  a 3 - f l a t .  The work, however, 
i s  in  G minor. A ll n ecessa ry  E - f l a t 's  and F -s h a rp 's  are
^The in s c r ib e d  W in d ic a te s  th a t  Vejvanovsky copied 
t h i s  p iec e .
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noted a s  a c c id e n ta ls .
There are  no dynamic o r tempo m ark ings' in  the
Sonata .
Anonymous: Sonata , B IV 98
T it le  page: IV 98 (38)
Sonata /  A 2 C la rin  2 V iolino  /  3 Tromb: 
e t  Timpano /  l664 /  P a rte s  S in t 7 /
Stuck e t  J e n e ra l l
There i s  no score to  the S onata , only in d iv id u a l
p a r ts .  The in stru m en ts  sp e c if ie d  on those  p a r ts  are  as
fo llo w s: V iolino Imo, V iolino 2do, Corneto o C larino  lo ,
Corneto  o C larino 2o, A lto Tromb, Tenor Tromb, Bassus
Tromb, Timpano, Organo.
The c le fs  u t i l i z e d  in  th is  p ie c e , i n  the  o rd er of
in strum en ts l i s t e d  above, are as fo llo w s:
Organo
There are v i r t u a l l y  no b a r l in e s  in  the S onata .
Only o c c a s io n a lly  i s  one found which appears to have been 
pu t in  by a perform er fo r  the  sake of c l a r i t y .
There are  no sharps or f l a t s  in  the s ig n a tu re . The 
work i s  in  C m ajor. There are o ccasio n a l sharps found e i th e r  
beside o r  above the a ffe c te d  n o tes .
The tempo markings Adagio and P re s to  are  used in  
some of the  p a r ts .  There are no dynamic m ark ings.
Five o f th e  p a r ts  con ta in  the word "Larmo" a t  the
6 8
bottom o f  the page. I t ' s  meaning i s  n o t known a t  the 
p resen t tim e.
Anonymous; Sonata â 7 , B IV 99
T it le  page: IV 99 (37)
Sonata a 7 /  2 Cornet t i  /  2 C la r in i  3 Trom- 
boni /  1670
There i s  no score to the  Sonata â 7 . only  in d iv i ­
dual p a r t s .  The in stru m en ts  sp e c if ie d  on those  p a r ts  a re  
as fo llow s: C ornetto  Primo, Cornetto Secundo, C larino  
Primo, C larino  Secundo, Trombone Primo, Trombone Secundo, 
Organo. ^
The c le f s  u t i l i s e d  in  th i s  p ie c e , in  the  o rder o f 
in strum en ts l i s t e d  above, are as fo llo w s:
m
There a re  v i r t u a l l y  no b a r l in e s  in  th e  p ie c e .
There are  no sh arp s o r f l a t s  in  the s ig n a tu r e . The work 
i s  in  C m ajor. There a re  very  few a c c id e n ta ls .  There are  
no tempo o r dynamic markings in  the Sonata a 7 .
There i s  no Organo p a r t  l i s t e d  on th e  t i t l e  page, 
bu t th e re  i s  a th i r d  trombone l i s t e d .  These p a r ts  are  most 
o f te n  id e n t i c a l .  Consequently, the  e d i t io n  i s  P a r t  11 o f 
th i s  document u t i l i z e s  the  Organo p a r t  as the  th i r d  trom ­
bone.
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Anonymous: Sonata per l a  Caimnera e t  C h iesa , B IV l62
T i t l e  page: IV l62 (182)
Sonata per l a  Cammera e t  Chiesa /  2 V io lin i /  
2 Corne t t i  /  3 V iola /  3 Trombon /  l6?0
There i s  no score  to  the  Sonata per l a  Cammera e t
C h iesa , only  in d iv id u a l p a r ts .  The in s tru m en ts  sp e c if ie d
on th o se  p a r ts  are as fo llow s: V io lino  Primo, V iolino
Secundo, Cornetto Primo, C ornetto  Secundo, A lto , Tenore,
Basso, Organo. ^
The c le f s  u t i l i z e d  in  t h i s  p ie c e , in  the  o rd er o f
in s tru m en ts  l i s t e d  above, are  a s  fo llo w s:
Organo
O ccasional b a r l in e s  e x i s t ,  b u t w ith  no degree of 
r e g u la r i ty .  There are no sharps o r f l a t s  in  the  s ig n a tu re . 
The p iece  i s  in  C m ajor. O ccasional sharps and f l a t s  are 
added.
There are  tempo in d ic a tio n s  o f  adagio and a l l e g r o . 
These term s are  not p laced  w ith  r e g u la r i ty ,  however. They 
have been om itted  in  some p a r t s .  There are  a lso  a few 
dynamic in d ic a tio n s  of fo r te  and p ia n o .
At the  beginning o f each p a r t  th e re  i s  uhe term
The t i t l e  page o f th is  work l i s t s  "3 V iola" and 
"3 Trombon." However, the in d iv id u a l  p a r t s ,  la b e le d  only  
"A lto ,"  "Tenore" and "Basso" in d ic a te  the  o p tio n  to  use 
e i t h e r  th re e  s tr in g ed  in s tru m en ts  or th re e  trombones, or 
a  com bination.
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S onata , l a t e r ,  a t  the beginning o f  new s e c t io n s  each p a r t  
i s  marked w ith  the terms Courento and G av o tte .
Anonymous; Sonata a 9 . 3 IV 179 
T i t le  page; IV 179^
There i s  no score to  the  Sonata a  9 . on ly  in d iv i ­
dual p a r t s .  T his i s  a  tw o-choir com position and the
in stru m en ts  s p e c if ie d  by ch o ir  on those p a r t s  a re  as 
fo llow s ; Choro l o ; V io li Imo, V iolino  2do, V io le t ta ,  
V io le t ta  o V io la  da Gamba; Choro 2do; C ornetto  6 V iol,
Trombone o B racc ia  Imo, Trombone 2do, fa g o tto  o Gamba,
2
Organo.
The c le f s  u t i l i z e d  in  t h i s  p ie c e , in  the  o rder o f
in stru m en ts  l i s t e d  above, are as fo llow s ;
B a r lin e s  r a r e ly  occur in  t h i s  p ie c e . There are 
no sharps o f  f l a t s  in  the  s ig n a tu re . The p iece  i s  in  C 
m ajor. There a re  o ccasio n a l a c c id e n ta ls , bu t very  few.
The tempo m arkings Adagio and A llegro  occur toward the end 
o f  the p ie c e . There are no dynamic m arkings.
B re iten b ach er c a l l s  th i s  p iece Sonata â 9 in  h is  
ca ta lo g u e , b u t th a t  t i t l e  does n o t appear anywhere in  the 
p ie c e . He undoubtedly  t i t l e d  i t  from the number of p a r ts  
p re s e n t. In  a d d it io n  he in d ic a te s  th a t  rec a ta lo g u in g  num­
b e rs  (25) and (123) are p re se n t, b u t th ey  are  n o t ev iden t 
in  the  m icro film  o f  the m anuscrip t.
2
At the  top  o f the Organo p a r t  i s  the fo llow ing  
in fo rm a tio n ; "ORGANO Sim fonia a 8 2 Choro."
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Schmelzer ( a t t r ib u te d ) :  Sonata â 3, B IV 210 
T i t l e  page;^ IV 210 (64)
Sonata a 3 /  V io lino  /  C larino  /  Trombone 
There i s  no score to  th e  Sonata a 3 . only in d iv i ­
dua l p a r t s .  The instrum ents s p e c if ie d  on those p a r ts  are
2
a s  fo llow s : V io lin o , C larino , Trombone, and V iolone.
The c le f s  u t i l i z e d  in  t h i s  p iece , in  the o rd e r of 
in stru m en ts  l i s t e d  above, are  a s  fo llow s:
Trombone
Note the use o f fo u r c le fs  ( a l to ,  te n o r , soprano and bass) 
i n  the trombone p a r t .
B a rlin es  are placed i r r e g u la r ly  and in fre q u e n tly  
i n  each o f the p a r t s .  The p a r t s  a re  e s s e n t ia l ly  w ithout 
b a r l in e s .
There are no sharps o r f l a t s  in  the s ig n a tu re . The 
p iece  i s  in  C m ajor. There are  few a c c id e n ta ls . There 
a re  no tempo or dynamic in d ic a t io n s  in  the p iece .
There are  a  number o f s p e c ia l  fe a tu re s  in  the 
Sonata a 3 . A ll p a r ts  co n ta in  o ccasio n a l in d ic a tio n s  to
The con ten ts  of the t i t l e  page are contained on 
a p iece o f  paper w ith  staves drawn on i t .  In  a d d itio n , 
th e re  are  what appear to be com positional sketches a t  the 
to p  o f  the  page.
The Violone p a rt i s  n o t l i s t e d  on the t i t l e  page, 
I t  a lso  co n ta in s figured  bass sym bols.
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t r i l l  ( t .  and t r i l . ) .  In  measures 2 through 5 the V iolino  
i s  re q u ire d  to  p lay  double s to p s . As mentioned b e fo re , 
the trombone p la y e r  was re q u ire d  to  read  fo u r c le f s .
Vejvanovsky: T ransfige  o Dulcissim e Je su , B I I  107
T it le  page: I I  107 (10)
T ransfige  o Dulcissim e Jesu /  à  6 Vocum solo  
Canto /  e t  5 Instrum enta  /  S c r i  be b a t Paulus 
Weywanow /  sk i l6$6
There i s  no score to  t h i s  work, only in d iv id u a l
p a r ts .  The voice and in stru m en ts  sp e c if ie d  on those
p a r ts  are as fo llow s : Canto Solo , V iolino Prim a, V iolino
2do, Alto Trombon, Tenore Trombon, V iola o Trombon, Pro
Organo.
The c le f s  u t i l i z e d  i n  t h i s  com position, in  the 
o rd er o f voice and in stru m en ts  l i s t e d  above, a re  as 
fo llow s:
I  I Ik
There a re  no b a r l in e s  in  any o f the p a r ts ,  vocal 
or in s tru m e n ta l.
T ransfige  o Dulcissim e Jesu  is  in  the  key o f A 
m ajor. The s ig n a tu re  co n ta in s  F-sharp  and C-sharp. The 
G-sharp i s  added as an a c c id e n ta l  when needed.
There a re  no tempo m arkings, bu t th e re  are se v e ra l 
dynamic markings o f p ia n o .
There a re  an  unusua lly  la rg e  number o f e r ro rs  in  
the m anuscrip t. I t  i s  a lso  notew orthy th a t  the  t i t l e  page
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does n o t co n ta in  V ejvanovsky 's even tua l tradem ark, the 
in sc r ib e d  W. This i s  undoubtedly due to  the  f a c t  th a t  he 
wrote t h i s  p iece  in  1656, h is  f i r s t  year o f study  in  Opava, 
and had n o t y e t developed th i s  s ig n a tu re .
Vejvanovsky; Omnia ad maiorem Dei G loriam , B VI 33
T itle  page: VI 33 (2)
. Omnia ad maiorem Dei Gloriam /  Salve Regina 
a 4 /  Solo A lto e t  2 V io lin i  Te /  nove 
Trombon 6 V io la  /  Ex p a r tib u s  P a u li  Weywanow- 
sky /  Anno l659* Die 19 J u l i i  /  S c r ip s i t
There i s  no sco re  to  t h i s  work, only in d iv id u a l  
p a r ts .  The voice and in stru m en ts  sp e c if ie d  on those p a r ts  
are as fo llow s: /klto  S o lo /, V iolino Primo, V io lino  Secun­
do, Trombone Tenor 0 V io la , /O rganp /.
The c le f s  u t i l i z e d  in  th i s  work, in  the  o rder o f  
voice and in stru m en ts  l i s t e d  above, are  as fo llow s :
;  I
There are  v i r t u a l l y  no b a r l in e s  in  the  p iece and 
c e r ta in ly  none p laced  w ith  r e g u la r i ty .
Although t h i s  p iece  i s  in  C m inor, th e  s ig n a tu re  
con ta ins only  a B - f la t .  A ll necessary  a c c id e n ta ls  are 
p laced in  in d iv id u a l p a r ts  and the f ig u red  b a ss .
There are two in sc r ib e d  W's on th is  t i t l e  page. 
One fo llow s the  word " S c r ip s i t"  a t  the  bottom and i s  in  
the^same hand as the  r e s t  o f the  page. The W a t  the top  
i s  in  a  f in e r ,  more e le g a n t hand, a lso  V ejvanovsky 's, bu t 
undoubtedly pu t on a t  a l a t e r  d a te .
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There a re  no tempo o r  dynamic marking in  any o f 
the  p a r t s .  I t  i s  noted  th a t  th i s  p iece  was w ritte n  in  
1659» V ejvanovsky 's fo u r th  y ear of s tudy  in  Opava.
Vejvanovsky: Regina C o e li, B IX 10
T it le  page: Regina C oeli 2 C la r in i 3 Trombone 2 B assi
Con Orgel a P.W.T.C.^ 1678 in  Maio.
There i s  only  a  score to  t h i s  Regina C o e li. no
in d iv id u a l p a r t s .  The vo ices and in s tru m en ts  sp e c if ie d
on the  score a re  as fo llow s: C larino  Imo, C larino  2do,
Trombone Imo, Trombone 2do, Trombone 3 t io ,  Vox Ima, Vox
2da, and Organo.
The c le f s  u t i l i z e d  in  th is  work, in  the  o rd er o f
v o ices  and in s tru m en ts  l i s t e d  above a re  as fo llow s :
The sco re  co n ta in s b a r l in e s  th roughou t. However, 
in  those s e c tio n s  in  3 /2  m eter, each b a r co n ta in s  the  
e q u iv a le n t o f s ix  h a lf  n o te s , o r two b a rs .
There a re  no sharps o r  f l a t s  i n  the s ig n a tu re .
The p iece i s  i n  C m ajor. Chromatic a l t e r a t io n s  are p laced 
beside no tes a s  a p p ro p r ia te . There a re  no tempo or dynamic 
m arkings in  th e  sc o re .
C am pestris.
^P.W.T.C. s tan d s fo r  Paulus Weywanovsky Tubicen
Chapter 4
SUMMARY, CONCLUSIONS AND RECOMMENDATIONS
Suimnary
The trom bone's h is to r y  as a so lo  in strum en t i s  
r i c h  and v a r ie d . Many p o r tio n s  of th i s  h is to ry  have been 
thoroughly  documented, b u t one o f the a re a s  which needed 
to  be examined was the  s o l o i s t i c  use o f  the trombone in  
the  seven teen th  cen tu ry  by composers re p re se n te d  in  the 
music c o lle c t io n  o f  P rince-B ishop  Karl L ie c h te n s te in -  
K aste lko rn .
The L ie c h te n s te in  music c o lle c t io n  i s  one o f the 
im portan t music c o l le c t io n s  from the sev en teen th  cen tu ry  
i n  which composers made s ig n i f ic a n t  use o f the trombone 
as  a  solo in s tru m en t. T his c o lle c tio n  came in to  ex is tence  
' during  the  y ears  l664  th rough  l695 w hile L ie c h te n s te in -  
K astelkorn  governed the t e r r i t o r y  o f M oravia, then  a p a r t  
o f  the  Viennese Habsburg Empire. The c o l le c t io n  i s  p re ­
s e n t ly  lo c a te d  in  K rom lri^, C zechoslovakia.
L iech ten st e in-K ast e Iko rn  m ain tained  one o f the 
f i n e s t  p ro v in c ia l  m usical e s tab lish m en ts  in  the  Empire 
i n  em ulation  o f  the  m usical a c t iv i t y  o f  Leopold I a t  the 
Im p eria l Court in  Vienna. His personnel included  perform ers
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on a l l  in s tru m en ts  who were so o u ts tan d in g  th a t  Leopold 
h im self made se v e ra l y e a r ly  t r ip s  to  Kromeriz to  hear 
them perform . L ie c h te n s te in  m aintained  se v e ra l composers 
in  re s id en ce  a t  K rom ïriz, but a ls o  sought works by compos­
e r s  e lsew here , e s p e c ia l ly  Vienna. Among the composers 
re p re se n te d  in  the  L ie ch te n s te in  music c o lle c t io n  a re  : 
B iber, Vejvanovsky, Schmelzer, T o lar and R i t t l e r .
The L ie c h te n s te in  music c o l le c t io n  la y  fo rg o tte n  
and e s s e n t ia l ly  und istu rbed  u n t i l  1927 when Antonin B r e i t ­
enbacher began a re o rg a n iz a tio n  and ca ta logu ing  o f the 
m an u scrip ts . B re itenbacher based h is  catalogue on an 
in v en to ry  o f  the  c o l le c t io n  taken in  1695 upon the dea th  
o f the P rince-B ishop . In  h is ca ta logue o f 1928, B re i t ­
enbacher l i s t e d  the  follow ing c a ta g o r ie s  o f  music:
I .  Missae
I I . O ffe r to r ia  
I I I .  Vesperae 
IV . Sonatae 
V. L itan iae  
V I. Salve Regina 
V II. Alma Redemptoris 
V III . Ave, Regina coelorum 
IX. Regina c o e li 
X. Hymni 
XI. Te Deum laudamus
X II. Responsoria pro Matutino in  Coena Domini,
f e r i a  se x ta  e t  Sabbatho. M iserere mei, Deus.
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X II I . Requiem 
XIV. B a l l e t t i  
XV. M iscellana  
There are 923 e x ta n t com positions in  the c o lle c tio n .
P a r t  I  o f  t h i s  study  provided  in fo rm ation  to  the 
trombone h is to r ia n  and perform er about the  s o lo i s t i c  use 
o f  the  trombone in  the L ie c h te n s te in  c o lle c t io n . E xcerp ts 
o f  music were p re sen te d  from published  and unpublished 
works contained  in  the Kromeriz c a s tle  a rch iv es  which use 
th e  trombone in  t h i s  c a p a c ity . As these  ex ce rp ts  were 
p re se n te d , the fu n c tio n  o f  the trom bone(s) w ith in  the  
com positions was considered . Included in  the p re se n ta tio n  
was a d isc u ss io n  of the  r e la t io n s h ip  of the  trombone p a r t ( s )  
to  the o th e r  in stru m en ts  in  the ensem ble, i t s  e q u a lity  
w ith  or sup p o rtiv en ess  o f those in stru m en ts , i t s  them atic 
o r  m otiv ic  im portance, so lo  prominence and in form ation  
reg a rd in g  range and te c h n ic a l  demands.
P a r t  I I  o f  t h i s  study  included  modern e d itio n s  
o f  twelve unpublished com positions from the L ie c h te n s te in  
c o l le c t io n  which inc lude  prom inent trombone p a r ts .  The 
completed e d i t io n s ,  l i s t e d  by catalogue number, t i t l e ,  
composer and in s tru m e n ta tio n  are  as fo llow s:
B IV 27 Sonata è. 8
Giacomo Francesco L ib e r t in i  
2 v io l in s ,  v io la ,  2 trum pets, 3 trom ­
bones and organ
B IV (1) Sonata a 6 
Anonymous
trum pet, 2 cornet t s ,  3 trombones, organ
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B IV 36 (2) Mummim â 6 
Anonymous
2 trum pets, 4 trombones
B IV 79 Sonata
P h ilip p  Jakob R i t t l e r  
2 v io l in s ,  trombone and organ
B IV 98 Sonata
Anonymous
2 v io l in s ,  2 o o rn e t ts ,  3 trombones, 
tim pani and organ
B IV 99 Sonata â 7
Anonymous
2 trum pets, 2 cornet t s ,  3 trombones 
and organ
B IV 162 Sonata per l a  Cammera e t  Chiesa 
Anonymous
2 v io l in s ,  2 o o rn e t ts ,  3 trombones 
and organ
B IV 179 Sonata a 9
Anonymous
Choir 1; 3 v io l in s ,  c e llo
Choir 2: cornet t ,  2 trombones, bassoon
organ
B IV 210 Sonata a 3
Johann H ein rich  Schmelzer ( a t t r ib u te d )  
v io l in ,  trum pet, trombone and organ
B I I  107 T ransfige  0 D ulcissim e Jesu
Pavel Jo se f Ve jvanovskÿ 
soprano so lo , 2 v io l in s ,  3 trombones 
and organ
B VI 33 Omnia ad maiorem Dei Gloriam
Pavel Jo se f Vejvanovskÿ 
a l to  so lo , 2 v io l in s ,  trombone and 
organ
B IX 10 Regina Coeli
Pavel Jo se f Vejvanovskÿ 
2 bass v o ices , 2 trum pets , 3 trombones 
and organ
Conclusions
The L ie c h te n s te in  music c o l le c t io n  co n ta in s  many
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com positions which employ trombones. Of s p e c ia l  in te r e s t  
to  the  trom bonist a re  those  works which u t i l i z e  a s in g le  
trombone as a so lo  in strum en t and those which use two or 
more trombones as a so lo  group. This c o l le c t io n  i s  qu ite  
im portant because o f  the  number and q u a l i ty  o f the e x ta n t 
com positions o f  t h i s  type th a t  i t  c o n ta in s . Among the  com­
posers who wrote f o r  th e  trombone in  t h i s  way were: T olar, 
Vejvanovsky, Schm elzer, R i t t l e r ,  B iber and L ib e r t in i .
The d isc u ss io n  and m usical examples from se le c te d  
com positions, a long w ith  th e  modern e d i t io n s  o f unpublished 
p ieces p resen ted  in  t h i s  s tu d y , dem onstrate th a t  many com­
posers rep re se n te d  in  th e  L ie c h te n s te in  c o lle c t io n  u t i l i z e d  
the trombone as a so lo  in s tru m en t, both  as a  s in g le  in s t r u ­
ment and in  a group. I t  was considered  to  be a v e r s a t i le  
instrum ent and was used on an equal b a s is  w ith  the common­
ly  recognized  solo  in s tru m en ts  o f the day.
Re commendations
This study  documents th a t  th e re  a re  a la rg e  number 
of com positions in  the L ie c h te n s te in  music c o lle c t io n  
which make s ig n if ic a n t  use o f  the trombone. There are  
sev e ra l p o s s ib i l i t i e s  f o r  fu tu re  study  o f  the  trombone in  
th i s  c o lle c t io n , in c lu d in g  : a  study  o f the  trom bone's use 
by an in d iv id u a l composer throughout h is  complete ex tan t 
com positions; and the  p re p a ra tio n  o f modern e d it io n s  of 
o th e r unpublished com positions which make s ig n i f ic a n t  use 
of the  trom bone.
Appendix
PERFORMANCE SUGGESTIONS FOR THE 
MODERN EDITIONS
The com positions found in  P a r t I I  co n ta in  few 
s p e c if ic  perform ance in s t r u c t io n s . T h ere fo re , the p u r­
pose o f  t h i s  Appendix i s  to  p re s e n t  suggestions which 
might a id  p re se n t-d a y  m usicians in  p reparing  perform ances 
of t h i s  m usic. The s p e c i f ic  a re a s  fo r  which suggestions 
w il l  he made inc lude  in s tru m e n ta tio n , tempo and dynamics.
In s tru m en ta tio n
Few su g g estio n s reg a rd in g  in s tru m en ta tio n  fo r  the 
com positions a re  n ecessa ry . The composers wrote the names 
of th e  d e s ire d  in s tru m en ts  o r s u ita b le  a l te rn a t iv e s  on 
e i th e r  th e  t i t l e  page o r  on th e  in d iv id u a l p a r ts  in  each 
p iec e . I t  i s  suggested  th a t  th e  modern e q u iv a le n ts  o f 
those sev en teen th  cen tu ry  in stru m en ts  be u t i l i z e d  to p e r ­
form th ese  works. The modern instrum ents include  the f o l ­
lowing : v i o l i n ,  v io la ,  c e l lo ,  trum pet, trombone and bassoon. 
These in s tru m en ts  a re  s p e c if ie d  a t  the beginning o f each 
p a r t  i n  the  modern e d i t io n s .
The one in strum en t no lo n g er in  g en era l use and
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having no s in g le  s a t i s f a c to r y  modern e q u iv a le n t i s  the
c o m e tt .  In  t h i s  reg a rd  Rasmussen su g g ests :
In  most in s tan c es  where music i s  perform ed which 
c a l l s  fo r  th e  cornet t ,  ano ther in strum en t must be used 
i n  i t s  p la c e . The oboe i s  probably the b e s t  g en era l 
s u b s t i tu t e ,  fo r  the  tone o f the c o rn e tt  i s  more wood­
wind than  b ra s s . In  works where th e  c o m e tt  tone 
should  be a s  unob trusive  as p o ss ib le , as when i t  i s  
m erely used to double vo ice  p a r ts ,  a  v io l in  might 
serve  b e t t e r .  In  music where the c o rn e tt  was o r ig in ­
a l l y  used to  provide the soprano to  a group o f trom r 
bones, the  modern trum pet i s  a p o ss ib le  s u b s t i tu t e .
This w r i te r  ag rees th a t  con tex t is  the  most impor­
ta n t  c o n s id e ra tio n  in  the s e le c t io n  o f an a p p ro p ria te  sub­
s t i t u t e .  Five o f  the  modern e d it io n s  c a l l  f o r  o o rn e t ts .  
Those p iec es  and the recommended s u b s t i tu t io n s  a re  as 
fo llow s :
B IV 36 (1 ) oboes
B IV 98 trum pets
B IV 99 oboes
B IV 162 trum pets o r  oboes
B IV 179 oboe or v io l in
In  B IV 36 (1 ) the d is t in c t iv e n e s s  o f  c o n tra s t in g  
tim bres and the c l a r i t y  o f in d iv id u a l l in e s  would be l o s t  
i f  trum pets were to  be used, because in  th is  com position, 
a  trum pet i s  a lre ad y  recommended as a s u b s t i tu te  fo r  the  
c la r in o . The s i tu a t io n  i s  id e n t ic a l  in  B IV 99- Oboes
Mary Rasmussen, "On the  Modern Performance o f 
P a r ts  O r ig in a lly  W ritten  fo r  the  C orne tt: An In tro d u c tio n  
to  a P rob lem ," Brass Q u a rte r ly . Vol. 1, No. 1 , September
1957. p. 27.
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are  th e re fo re  recommended. In  B IV 98 trum pets would be 
the  lo g ic a l  instrum ents since they  were designated  s u b s t i ­
tu te s  on the m anuscript p a r ts .  E ith e r  trum pets or oboes 
would be s a t is f a c to ry  i n  B IV 162 because the c o n tra s tin g  
groups are  v io lin s  and trom bones. In  B IV 179 e i th e r  an 
oboe or a v io l in  would s u f f ic e  s in ce  th e  oboe b e s t approx­
im ates the  c o rn e tt sound and the  v io l in  i s  the designated  
s u b s t i tu te  on the  m anuscrip t.
Tempo
Four of the com positions among the twelve works in  
P a r t  I I  con ta in  tempo in d ic a tio n s  in  th e  m anuscrip ts. These 
in d ic a t io n s  are in  the form of time words, includ ing  a d a g io , 
a lle g ro  and p r e s to . U nfo rtunate ly  time words do not always 
give an accu ra te  in d ic a tio n  o f what the  composer d e s ire d . 
Bonington w rite s ;
Time words are n o to r io u s ly  vague. They o ften  r e ­
la te  s t r i c t l y  to mood, not to  tempo: e .g . largo  (broad­
ly ) ,  grave (g rav e ly ), adagio ( a t  e a s e ) , maestoso (w ith 
m a je s ty ) , a lle g ro  (c h e e r fu l ly ) , e tc .  Tempo is  a func­
t io n  o f mood, r a th e r  than the  o th e r  way about.^
This i s  documented h i s to r ic a l ly :
Joachim Quanta, E ssay , B e r lin , 1752, XI, 15: / ^ I I ,  
Z j  'S ince many composers pu t th ese  words above men­
tio n ed  more from h a b it  than  to c h a ra c te r ise  well the  
tru e  movement of the  p iec es , and to  a s s i s t  the know­
ledge o f th e i r  true  time fo r  those who render them; 
th e re  are many cases where they  cannot be used fo r  
guidance, and where i t  i s  n ecessa ry  to  d iv ine the
^Robert Bonington, The I n te rp r e ta t io n  o f  E arly  
M usic, (London: Faber and Faber, 1963) , p. 320.
83
' in te n t io n  o f  the composer more from the  co n ten t o f the 
piece than  from the  word which i s  found a t  the  head to  
in d ic a te  i t s  movement. ^
I t  appears th a t  th e re  were no s p e c if ic  means o f 
determ ining  c o rre c t  tempos whether time words were p re se n t 
o r  n o t .  R ather, the perform ers had to determ ine a p p ro p ri­
a te  tempos from m usical c o n ten t. Bonington o f f e r s  h i s t o r ­
i c a l  docum entation;
Alexander Malcolm, T re a tise  of Musik, E dinburgh, 
1721, p. 394:
'The tru e  d e te rm in a tio n  o f /tem p o / must be le a r n t  
by Experience from the  P ra c tic e  o f M u s i c i a n s . '2
And again  from Quantz:
'^CVII, i ,  6: i t  i s  fo r  the composer/ to  leave i t  
to  the p la y e r  of the  p r in c ip a l  p a r t  to  take the  time 
which he judges s u i t a b l e . '3
The modern e d i t io n s  in  P a r t  I I  r e t a in  a l l  o r ig in a l  
tim e word tempo m arkings. A ll e d i to r i a l  tempo m arkings, 
be th ey  time words o r  metronomic in d ic a t io n s ,  a re  sugges­
t io n s  based upon perform ance experience w ith  the  composi­
t io n s .  They should be tak en  as suggestions and used as a 
s t a r t i n g  p o in t from which a s a t is fy in g  perform ance can then  
e v o lv e .
Dynamics
Only two o f the  com positions in  P a r t  I I  con ta ined
^Bonington, I n te r p r e ta t io n , p. 320.
2
R obert Bonington, A P e rfo rm er's  Guide to  Baroque 
M usic, (New York: C harles S c h r ib n e r 's  Sons, 1973)» P* 248.
^Bonington, I n te r p r e ta t io n , p. 321.
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dynamic m arkings in  the o r ig in a l  m an u scrip ts . As w ith  
tempos, the  d e c is io n s  reg a rd in g  dynamics were g e n e ra lly  
l e f t  to  the  judgement o f the  perform ers based upon the 
m usical con ten t o f the  com positions. Bonington i l l u s t r a t e s ;
.Domenico M assocchi, P a r t i tu r a  d e ' m adrigal a 
cinque v o c i , Rome, I 638, p re fa ce :
'The o th e r  l e t t e r s  P, F, E, T, understood fo r  
P iano , F o r te , Echo, and T r i l l ,  are c e r ta in ly  /ways o f 
n o ta t in g /  common th in g s , known to e v e ry o n e .'!
And fu r th e r :
C h ristopher Simpson, D iv is io n -V io lis t . London, l659i 
2nd ed . (as D iv is io n -V io l) . lé65  and l667 . p. 10:
'We p l ^  Loud and S o f t , accord ing  to  our fancy , o r 
the  humor ^ 00^  of the  m u s ic .'2
The modern e d i t io n s  in  P a r t  I I  r e t a in  a l l  dynamic 
markings found in  the  o r ig in a l  m anuscrip ts . The e d i to r i a l  
dynamic markings t h a t  have been added a re  sug g estio n s and 
a re  to  serve as g u id e lin e s  fo r  the p re p a ra tio n  of a perform ­
ance. The f in a l  de term in ing  fa c to r  in  d e c is io n s  concerning 
dynamics should be the  m usica l con ten t o f each com position.
^Bonington, P e r fo rm e r 's , p . 290. 
2
Bonington, P e r fo rm e r 's , p . 290.
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PART II
MODERN EDITIONS OF SELECTED WORKS FROM 
THE MUSIC COLLECTION OF PRINCE-BISHOP 
KARL LIECHTENSTEIN-KASTELKORN
EXPLMANTION OF EDITORIAL PROCEDURES 
IN THE MODERN EDITIONS
A ll e d i t o r i a l  markings in  the  modern e d it io n s  a re  
in d ic a te d  by the  use o f b ra c k e ts . This procedure a p p lie s  
to  a c c id e n ta ls , dynamic m arkings, tempo markings and 
f ig u re d  bass symbols.
C lefs have been changed as n ecessa ry  to  conform 
to  modern usage fo r  the re s p e c tiv e  in stru m en ts  and v o ic e s . 
The o r ig in a l  c le f ( s )  fo r  each p a r t  i s  no ted  a t  the  beg in ­
n ing  o f  each p ie c e .
A ll e d i t o r i a l  re v is io n s  a re  l i s t e d  by measure 
number and in strum en t o r  voice p r io r  to  each com position.
The continue r e a l iz a t io n s  were done by the w r i te r .  
They have been kep t sim ple so a s  to  keep ou t o f  the  way 
o f  experienced  p lay e rs  who may wish to  im provise ; but 
th ey  may be played as w r i t te n .
The p a r ts  in  the modern e d i t io n s  have been checked 
fo r  accuracy by performance as w ell as th e o r e t ic a l  exami­
n a tio n .
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E d i to r ia l  re v is io n s  fo r  Sonata â 8 , B IV 27, by G.P. L ib e r­
t i n i
Measure no.
55 V io la : The second e ig h th  no te  was changed
from f  to  g; the t h i r d  e ig h th  note from g to
f ; the  fo u r th  e ig h th  note from c to  g; the
f i f t h  e ig h th  note from g to  c; and the s ix th  
e ig h th  note from c to  g.
56 V io la : The f i r s t  e ig h th  note was changed from 
g to  c ; the  second e ig h th  note from f  to  g .
64 V io la : The th i r d  e ig h th  note has been
changed from a to  g .
75 Trombone 2: The e ig h th  note has been changed
to  a q u a r te r  n o te .
78 V io la : The q u a rte r  note on b e a t 3 has been
changed to  an e ig h th  n o te .
98 Organ: This measure has been added.
108 V io la : The th i r d  e ig h th  note has been changed
from a  to  g .
130 Trombone 1: The f i r s t  q u a r te r  note has been
changed from f  to  e .
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E d ito r ia l  re v is io n s  fo r  Sonata a 6, B IV 36 (1) Anonymous
Measure no.
I C o rn e tt 2: The two e ig h th  no tes on h ea t fo u r
have been changed from d 's  to  e 's .
I I  A ll p a r t s :  The D.S. s ig n  has been added to
th i s  m easure.
11-^3 A ll p a r t s :  The m eter s ig n a tu re  has been
changed from 3/2 to  3A  and the note v a lu e s  
in  t h i s  s e c t io n  have been halved .
19 C orne tt 1 , C ornett 2, Trombone 3 and Organ:
The dynamic marking piano has been moved from 
b e a t two to  b ea t one.
21-22 Trombone 1, Trombone 2, Trombone 3 and Organ:
The dynamic marking fo r te  has been moved from
b e a t one o f measure 22 to  beat th re e  of 
measure 21.
28 C orne tt 1 , C ornett 2, Trombone 1, Trombone 3
and Organ: The dynamic marking piano has been 
moved from b e a t two to  beat one.
29-30 Trombone 2: The dynamic marking fo r te  has
been moved from b e a t one o f measure 30 to 
b e a t th re e  o f measure 29.
41 Trumpet and Organ: The n o ta tio n  has been
changed from a h a l f  note and q u a r te r  r e s t  to  
a  d o tte d  h a lf  n o te .
42 Trumpet, C ornett 1, C ornett 2, Trombone 2, and
Organ: The dynamic marking piano has been
moved from b e a t two to  b ea t one.
43 A ll p a r t s :  The term  Fine has been added in
t h i s  m easure.
59 Trombone 3*' The q u a rte r  note on b ea t th ree
has been changed from a to  g.
65 A ll p a r t s :  The D.S. s ig n  and term s D.S. a l
Fine have been added here based upon the i n ­
s t r u c t io n  in  a l l  p a r ts :  R ep e tir  den T r ip e l .
S onata  a t
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E d i to r ia l  re v is io n s  fo r  Mummum a 6, B IV 36 (2) ,  Anonymous
There were no e d i t o r i a l  re v is io n s  n ecessa ry  f o r  the 
Mummum a 6.
i. (û
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E d i to r ia l  re v is io n s  fo r  the  S onata , B IV 79• by R i t t l e r  
Measure no.
1-56 A ll p a r t s :  The m eter s ig n a tu re  has been
changed from 3/2 to  3 /4  and a l l  note values 
have been halved .
1-end A ll p a r t s :  The key s ig n a tu re  has been changed
from one f l a t  to  two f l a t s  and a l l  unnecessary  
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E d i to r ia l  re v is io n s  fo r  S o n a ta . B IV 98, Anonymous 
Measure no.
3 Organ: The e ig h th  no te  on the second h a lf  o f
h e a t two has been changed from g to  f .
10 V io lin  1: The n o tes  on bea ts  one and two have
been changed from f-sh a rp  to  f - n a tu r a l .
26-57 A ll p a r ts :  The time s ig n a tu re  has been changed
from 3/2  to 3 /^  and a l l  note v a lu es  have been 
halved .
29 C ornett 1 : The n o ta tio n  has been changed from
a d o tte d  h a lf  note to  a h a lf  note and a quar­
t e r  r e s t .
33 Trombone 3: The n o ta t io n  has been changed
from a do tted  h a lf  no te  to  a h a lf  note and a 
q u a rte r  r e s t .
34 Organ; This measure has been changed from a
d o tted  h a lf  no te  c to  a  h a lf  note c and quar­
t e r  note g.
39 V io lin  1 : The n o ta t io n  has been changed from
a d o tte d  h a lf  note to  a  h a lf  no te  and q u a rte r  
r e s t .
39 Timpani: The fo u r n o tes  in  the f i r s t  and sec­
ond b e a ts  have been changed from c 's  to  g ' s .
43 Organ: The q u a r te r  no te  on b e a t th ree  has
been changed from c to  ê.
45 Timpani: The fo u r n o tes  in  the f i r s t  and sec­
ond b e a ts  have been changed from c 's  to  g ' s .
46 Trombone 3*' The n o ta tio n  has been changed 
from a do tted  h a lf  note to  a h a l f  note and 
q u a r te r  r e s t .
48 C ornett 1: The n o ta t io n  has been changed
from a dotted  h a lf  note to  a h a l f  note and 
q u a r te r  r e s t .
48 Organ: This measure has been changed from a
d o tted  h a lf  note c to  a  h a lf  note c and quar­
t e r  note g.
152
E d ito r ia l  re v is io n s  f o r  B IV 98 con tinued .
Measure no.
6 l Trombone 1 : The q u a rte r  no te  on b ea t fo u r
has been changed from g to  a.
73 Trombone 1 : The fo u r s ix te e n th  no tes on b ea t
two have been changed from e , d , e and f  to
f ,  e , f  and g.
?4 Trombone 3- Beat fo u r has been changed from
a  q u a r te r  no te  c to  a  q u a r te r  r e s t .
U  O N  ATA 























/ O ..... -- ' —
M "  1̂— — 1
f_______
.1 .....  ..
t q v - L J  i -  •
k — r ..... f — j
"1---------------------- -■ In  ........ V I  ^
■ *i-----------------------
-4---- =---------------
L ̂ O ---
^ : ^ = 4 = F = H - r q i - n  \
, r i = = 4 = = ^
4--- ---------- = j =
r .. \ - ::..-_ := k= .
=d^==i=^=é=i=j 
4 '  ■ \ =1
.  !  ....-









\f M = ^ = ^ = T = 4 =
f  f  i f  f - — = ^ = f = = ^ = j
f  L w -U := r :::_
=f------------- P
^ r - b i - b M =
f.f r ...........'V =







-4-------------1------ - i — f - f —
= t — p— = \ CJ \
----------h -
q. i -  r = \
-4 I •
"7--------------^ = 1
■ - ■  ■■■■ M ' - -
1 i ,  =
\  '
— \--------------)-----lp = = ± ^ = = ^ = J
r = 4 = F =
P ----- :------ -̂---- "— 7 - — 0 --------------------
U = = à = = = = = = = = ^ = = = = A
. : ^ = 4 = i= = 4 = ^ ....  ]____
->■—j-i' ; } —  
>
T ” t r . - - r . . . . .
k  1 - v k -  ■- i
■f........ f —  - - 1  
--------------------1)7 ,..j ■■_.]: J .






l f = ^ = F = r = f =
@ •
—f - - - - - - - - - - - -
■
y M _J  1 = 4 - -  - . . . . . . . 1 =- = —  =
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, f = d b = 4 = ^ - - - - - ^ W - 1 .\ ... _ .U - . ,
_f.L, Æ-" J !"■ _J
; ] i 1
! ^ r — 4 -■Ol —T ■ ■ ■' ■ ■ — %— ■- '“■T  r -_t- - - - - - :- - - :--
r — r  1 ' 1 -—i- - - - - - - - - —U _j-_ :■ _ i - - - — - - - - - - - - - - - - 1 L - - - - - - 1- - - - 1—








A)pk«nMMlcC«i».'*>'A _ w 1.—̂r.". «




f . f r r f f ' f 4 = ü - k ï î— f—
/  f f  i .„, f , j
r  r r 1
iff . ■-■
1 Li i 
r  f f  U f f  f  z=3=
\  ' '■ ' ^  
L _ ... -
■r  ff- r,'f f ----,-----
=!=:- ' " . . . s k b f i j : . ^  l.._=
i f f - f ' f  1 \—_____(■■■■■U ' LLU-
Iflp f  f---P-'........
4 = ii4 k H -H -----
k=====797f=M
---------------U -U i-
_#— 0--------— # #—
-Ww-W _ ' __
k -ÿ r r r fu \ . ....^ — — '----------
■jS— f---- 7----T---------
-1-- - —L ^ L i
= f = = = ^
■ L i |__y 1 u L-1 -
U — r r T " —1-J
- [ z y . -... 
\= r = fr = H = ^ = = = ^
i = h = f = ^ = = i '
j  ] 1 =
rLM u   ̂ \  = 
= ^ = & 4 = i = -
-q 4 eH = f h -
. j .
4 = F = A = m = 4-:— 1--' 'HI n = = ^ = f = # = m 4
-j - ----- .}---------- ..... 1. -J:......... ......  L _ 4
4  ■ r f - - "
irv~
t — f ----------
= i = = i =







[f? ' f--iTff̂-f= -- f  f  0 - -— tl_ii t4TF=[- - > Li 1=
h—i=pp4==
r  ‘ ~. =
w==w=w=t -   ̂ Li-
■f-f-r-f-—f f~v-- -̂--tLU- tZH IsJ-'--
■r , \ \ =
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E d i to r ia l  rev is io n s  f o r  Sonata st 7 , V IV 99» Anonymous 
Measure no.
38 Cornetto 2: The l a s t  e ig h th  no te  has been
changed from f  to  e.
38 Trombone 2: The l a s t  e ig h th  no te  has been
changed from f  to  e .
44 Organ; The f ig u re  6 has been om itted  from
the th i r d  b e a t.
63 Trombone 1 ; The n o ta tio n  o f the f i r s t  b ea t
and a h a lf  has been changed from an e ig h th  
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E d ito r ia l  re v is io n s  fo r  the  Sonata per l a  Cammera e t
C hiesa, B IV l6 2 , Anonymous
Measure no.
11 Trombone 3: The dynamic marking was changed
from fo r te  to  p ian o .
13 Trombone 3 : The dynamic marking was changed
from piano to  f o r t e .
37 V io lin  1 : The s ix th  e ig h th  note was changed
from g -sh arp  to  g -n a tu ra l.
38 C ornetto  2: The fo u rth  e ig h th  no te  was changed
from f-sh a rp  to f - n a tu r a l .
38 Trombone 1 : The fo u rth  e ig h th  no te  was changed
from e to  f .
90 Trombone 2: The f i r s t  q u a rte r  no te  was changed
from b - f l a t  to  b -n a tu r a l .
114 Organ; The f i r s t  q u a rte r  note was changed
from d to  c .
I l 4  V io lin  1: The second q u a rte r  note was changed
from f  to  g .
114 V io lin  2: The second q u a rte r  note was changed
from d to  e ; and the th i r d  q u a rte r  note was
changed from e to  d and t ie d  over to  the d in  
meas. 115-
114 Trombone 1; The second q u a rte r  note was
changed from a to  g.
115 C ornetto  1; This bar o f r e s t  was added.
115 C ornetto  2: This bar o f r e s t  was added.
131 C ornetto  2; The th ir d  q u a rte r  no te  was changed
from c to  d.
134-148 Tromoone These measures were m issing in  
the m anuscrip t. They have been rec o n s tru c te d  
acco rd ing  to  the organ p a r t .
189
E d i to r ia l  re v is io n s  fo r  B IV l62  con tinued .
Measure no.
139 V io lin  2; Three q u a rte r  n o tes  t ie d  have been
changed to  a d o tte d  h a l f  n o te .
167 V io lin  2; The q u a r te r  note on the t h i r d  b e a t
was changed from c to  d.
167 C ornetto  1 : The d o tted  h a lf  note was changed
to  a  h a l f  note and q u a rte r  r e s t .
167 C ornetto  2; The q u a rte r  note and two q u a r te r
r e s t s  were changed to  a h a lf  note and q u a r te r  
n o te .
190 Trombone 3: The second h a lf  note was changed
from g to  f .
196 Organ; The q u a rte r  note on the  fo u r th  b e a t
was changed from g to  f .
207 A ll p a r t s :  The f i n a l  note value was changed
from a d o tted  h a l f  to  a whole n o te .
SoMATA red LA CAnvwetA 
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E d i to r ia l  re v is io n s  fo r  Sonata a 9 , B IV 179, Anonymous
Measure no.
10 V io lin  2: The q u a rte r  note on b ea t two has
been changed from c to  d.
13 Trombone 1: The fo u r e ig h th  notes on b e a ts
th re e  and fo u r have been added.
15 Trombone 1: The h a l f  note has been changed
from f-sh a rp  to  f - n a t u r a l .
26 V io lin  J: The q u a rte r  note on beat two has
been changed from b to  c .
33 Trombone 2: The e ig h th  no tes on b ea t one
have been changed from f -sh a rp  to  f - n a tu r a l .
4?-86 A ll p a r ts :  The time s ig n a tu re  has been
changed from 3 / l  to  3A  and a l l  note va lues 
have been q u a rte re d .
47-86 A ll p a r t s :  A ll r e s t s  o f  two, fou r and s ix
b a rs  in  le n g th  have been reduced by h a lf .
A ll m anuscrip t p a r ts  were in c o r re c t .
54 V io lin  1: The q u a r te r  note on beat one has
been changed from c -sh arp  to  c -n a tu ra l .
89 Bassoon: The no tes in  t h i s  measure have been
changed from: h a lf  note e , q u a rte r  note d, 
and q u a rte r  note c to  d o tte d  h a lf  note e and 
q u a r te r  note d.
90 V io lin  2: The q u a r te r  note on beat fou r has
been changed from e to  d.
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E d i to r ia l  r e v is io n s  fo r  Sonata â 3 , B IV 210, a t t r ib u te d  
to  J.H . Schmelzer
There were no e d i t o r i a l  re v is io n s  n ecessa ry  fo r  the 
Sonata â  3 .
S o t A f \ T i \  A 3
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E d ito r ia l  r e v is io n s  fo r  T ransfige o Dulcissime J e su , 
B I I  107, Pavel J o s e f  Ve jvanovskÿ
Measure no.
1-end A ll p a r t s :  The key s ig n a tu re  has been changed
to  th re e  sharps, A m ajor. The excep tions to  
t h i s  a re  measures 14-25 and measures 90-101 
where a key s ig n a tu re  o f  two sh a rp s, D m ajor, 
has been re ta in e d .
2 V io lin  2: The second h a lf  note has been
changed from d-sharp  to  b.
2 Trombone 1 : The f i r s t  h a lf  note has been
changed from e to  f - s h a rp . On b ea ts  th ree  
and fo u r  a h a lf  r e s t  has been om itted  and a 
h a l f  no te  e has been added.
3 Trombone 1 : A h a lf  r e s t  has been added on
b e a ts  one and two. The h a lf  note e found o r ­
ig in a l ly  on b ea ts  one and two has been moved 
to  b e a ts  th ree  and fo u r .
4 Trombone 1 : The h a lf  r e s t  o r ig in a l ly  found
on b e a ts  one and two has been om itted  and the
b now th ere  was moved from b e a ts  th ree  and 
fo u r  o f  the  o r ig in a l  measure th re e .
6 Trombone 3= The q u a r te r  note on beat th ree
has been changed from f-sh a rp  to  e .
6 Organ: The q u a rte r  note on b ea t th ree  has
been changed from f-sh a rp  to  e .
7 V io lin  1 : The h a lf  no te  on b e a ts  th ree  and
fo u r  has been changed from g -sharp  to b.
23 V io lin  2: The n o ta tio n  has been changed from
a h a l f  note and q u a rte r  r e s t  to  a d o tted  h a lf
n o te .
30 Organ: The q u a rte r  note on b ea t fou r has
been changed from b to  c -sharp .
35 Trombone 2: The q u a rte r  note on b ea t th ree
has been changed from d to  c -sh arp .
36 Organ: The h a lf  note on b ea ts  one and two
has been changed from b to  e . The h a lf  note 
on b e a ts  th ree  and fou r has been changed from 
e to  a .
259
E d ito r ia l  re v is io n s  fo r  B I I  107 continued .
Measure no.
44 Organ: The q u a r te r  note on b ea t two has been
changed from a to  b.
65 Trombone 3: The n o ta tio n  has been changed
from a h a lf  note and q u a rte r  r e s t  to  a do tted
h a lf  no te .
82 Trombone 2: The q u a r te r  note on beat two has
been changed from g -sharp  to  a .
84 Trombone The n o ta tio n  has been changed
from a d o tted  h a lf  note to  a h a l f  note and 
q u a rte r  n o te .
85-101 V io lin  1: These seventeen  measures were
m issing  in  the  m anuscrip t and have been recon­
s tru c te d  by the w r i te r .
99 V io lin  2: The n o ta tio n  has been changed from
a h a lf  note and q u a r te r  r e s t  to  a d o tted  h a lf
n o te .
99 Trombone 2: The n o ta tio n  has been changed
from a h a lf  note and q u a rte r  r e s t  to  a do tted  
h a lf  n o te .
101 V io lin  2: The n o ta tio n  has been changed from
a h a lf  note and q u a r te r  r e s t  to  a do tted  h a lf
n o te .
101 Trombone 2: The n o ta tio n  has been changed
from a h a lf  note and q u a rte r  r e s t  to  a do tted
h a lf  n o te .
106 Trombone 1; The q u a r te r  note on b e a t one has
been changed from a to  g -sharp .
106 Trombone 2: The h a l f  note on b e a ts  one and
two has been changed from c-sh arp  to  b.
114-117 V io lin  1: These fo u r  measures were m issing
from the m anuscript and have been rec o n s tru c te d  
by the w r ite r .
125-126 Soprano Solo: These two measures were m issing
in  the m anuscript and have been added by the 
w r i te r .
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E d i to r ia l  re v is io n s  fo r  B I I  107 con tinued .
Measure no.
129 Trombone 2: The h a lf  no te  on b e a ts  two and 
th ree  has been changed from f-sh a rp  to  e .
130 Trombone 2: The n o ta t io n  has been changed
from a  d o tted  h a lf  note to  a h a lf  no te  and 
q u a rte r  r e s t .
130 Trombone J: The n o ta t io n  has been changed
from a  d o tted  h a lf  note to  a h a lf  no te  and 
q u a rte r  r e s t .
131 Soprano Solo; This measure o f  r e s t  has been 
added.
133 Soprano Solo: The f i r s t  two n o tes  o f  th is
measure were n o ta ted  a s  q u a r te r  n o tes  in  
the m anuscrip t and have been changed to  
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E d i to r ia l  r e v is io n s  f o r  Omnia ad naiorem  Dei G loriam , 
B VI 33f Pavel Jo s e f  Ve jvanovskÿ
Measure no.
1-end A ll p a r t s :  The key s ig n a tu re  has been changed
from one f l a t  to  th ree  f l a t s  and a l l  unnecess­
a ry  a c c id e n ta ls  have been om itted .
8 Organ: The h a lf  note on b ea ts  th ree  and fo u r
has been added.
9-25 A ll p a r ts  : The time s ig n a tu re  has been
changed from 3/2 to  3 /4  and a l l  note va lues 
have been halved .
4 l A lto S olo : The q u a rte r  r e s t  on b ea t fo u r has
been added.
50-63 A ll p a r t s :  The time s ig n a tu re  has been changed
from 3/2  to  3 /4  and a l l  note v a lu es  have been 
ha lved .
66-67 Organ: These two measures were m issing  in
the m anuscrip t and have been re c o n s tru c te d  by 
the w r i te r .
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E d i to r ia l  re v is io n s  fo r  Regina C o e li , B IX 10, Pavel Jo se f  
Vejvanovsk^
Measure no.
1-129 A ll p a r ts ;  The m eter s ig n a tu re  has been
changed from 3/2  to  3 /4  and a l l  no te  va lues 
have been halved .
29 Bass Voice 2: The f i r s t  q u a rte r  note has
been changed from g to  a.
68 Organ: The q u a r te r  note on beat one has been
changed from a to  g .
77 Bass Voice 2: The q u a rte r  note on beat th re e
has been changed from e to  f .
78 Organ: The n o ta tio n  in  the  bass l in e  has
been changed from a h a lf  note and q u a rte r  
r e s t  to  a d o tte d  h a lf  n o te .
99 Trumpet 1= The q u a rte r  note on th e  f i r s t
b e a t has been changed from e to  d.
116 Organ: The q u a r te r  note on beat th re e  o f the
bass l in e  has been changed from a to  g.
159 Trumpet 2: The d o tted  q u a rte r  note on beat
one has been changed from a to  b.
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